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PREFACE 


Eurhythmics  is  essentially  a  matter  of  personal  experience.  When  asked  what  it  is  and  to 
what  it  leads  it  is  easy  for  me  to  explain  how  I  conceived  the  idea,  to  quote  the  actual  results, 
to  demonstrate  some  of  the  exercises,  but  the  real  answer  is  only  to  be  obtained  by  actual 
experience  of  the  Method.  A  scientist  may  describe  to  you  the  theoretical  and  practical 
application  of  electricity,  or  of  radium,  but  that  does  not  explain  what  these  two  great  forces 
are.  You  may  read  all  the  histories  of  religion  which  have  ever  been  written  and  yet  not 
experience  religious  faith. 

In  evolving  the  educational  system  of  Eurhythmics  some  twelve  years  ago  I  certainly 
did  not  realise  the  great  influence  that  this  new  system  would  have  in  restoring  man  to 
knowledge  of  himself — of  this  I  shall  speak  later.  I  thought  only  of  making  my  pupils  better 
musicians.  From  the  outset  of  my  career  as  Professor  of  Harmony  at  the  Geneva 
Conservatoire  I  found  that  for  nine-tenths  of  my  pupils  harmony  was  merely  a  question  of 
mathematics,  that  they  could  not  hear  the  chords  they  wrote  down  and  therefore  were  unable 
to  appreciate  music  to  the  full  extent.  Music  is  not  purely  intellectual ;  it  works  through  the 
senses — it  sets  our  whole  organism  in  vibration.  If  this  organism  is  incapable  of  responding  in 
all  its  parts,  the  brain  will  register  incomplete  sensations.  At  the  time  of  which  I  am  speaking 
:  I  was  thinking  more  particularly  of  the  sense  of  hearing,  and  it  seemed  to  me  necessary  to  train 
the  ears  of  my  pupils,  to  teach  them  the  practice  of  the  art  before  embarking  on  the 
theoretical  side. 

The  exercises  in  ear-training  which  I  gave  to  adults  were  attended  with  such  success 
that  I  determined  to  make  the  same  experiment  with  children.  I  was  sure  that  with  them  the 
success  would  be  still  greater,  for  children  approach  a  new  subject  with  an  open  mind, 
unencumbered  with  that  analytical  reasoning  which  is  so  fatal  to  the  development  of 
individuality.  I  therefore  started  classes  for  small  children,  and  found  out  at  once  that  the 
development  of  their  hearing  alone  was  not  enough  to  make  them  feel  and  love  music ;  that  in 
music  the  most  forceful  element,  the  one  most  closely  allied  to  life  and  with  the  greatest 
appeal  to  the  senses,  is  rhythm. 

There  are  three  elements  in  music  :  sound,  rhythm,    and    dynamics.     Of   these   three 
elements  the  two  last  depend  entirely  on  movement  and  find  their  counterpart  in  our  muscular e 
system.     Changes  of  tempo  (allegro,  andante,  accelerando,  ritenuto),  variations  of  force  {forte, 4 
piano,  crescendo,  diminuendo),  can  be  expressed  by  the  body,  and  the  intensity  of  our  musical 
feelings  depends  on  the  intensity  of  our  physical  sensations. 
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iv  PREFACE. 

It  seemed  to  me  that  a  system  in  which  the  muscles  are  trained  to  contract  and  relax 
rhythmically  must  result  in  strengthening  the  metric  and  rhythmic  instincts  ;  so  I  invented  some 
exercises  in  marching,  arm-movements,  and  movements  of  the  body  for  my  little  pupils,  to  be 
carried  out  in  time  to  and  in  accordance  with  the  nuances  of  the  music,  and  was  convinced 
that  this  would  teach  them  to  become  rhythmical.  But  now  my  difficulties  began.  During 
the  first  lessons  I  found  that  the  children,  even  those  most  gifted  from  the  physical  and 
intellectual  standpoints,  did  not  all  respond  in  the  same  way.  Some  responded  too  slowly, 
some  too  quickly  to  the  word  of  command;  some  who  were  able  to  carry  out  an  exercise  with 
ease  in  a  certain  tempo  were  unable  to  change  to  another  quickly,  however  much  they  wished 
to  do  so  ;  others  again  could  begin  an  exercise  perfectly,  but  were  not  capable  of  sustained  effort. 
Judging  from  my  observations,  I  saw  that  it  was  not  enough  to  grasp  a  rhythm  mentally  and 
to  have  the  necessary  muscular  equipment  to  carry  it  out ;  it  was  also  necessary,  in  order  to 
insure  a  good  interpretation,  to  establish  a  close  relation  between  the  thought  and  the 
action. 

This  relation  depends  on  the  condition  of  the  nervous  system.  It  is  unfortunately  rare 
nowadays  for  our  faculties  to  be  equally  balanced,  and  for  mind  and  body  to  be  in  complete 
harmony.  The  relation  between  the  faculties  which  conceive  an  idea  and  those  which  carry 
it  out  is  often  weak  owing  to  the  lack  of  orientation  in  the  nerve  impulses,  or  to  a  resistance  in 
certain  muscles  caused  by  slowness  of  mental  action.  It  is  the  consciousness  of  this  continual 
struggle  to  make  our  muscles  respond,  and  of  a  weakness  in  our  nervous  system,  which 
causes  mental  confusion,  lack  of  confidence  in  one's  own  powers,  fear  of  oneself.  This  general 
state  of  uneasiness  also  results  in  lack  of  power  of  concentration.  The  brain  is  a  prey  to 
incessant  demands  which  prevent  it  from  working  calmly,  from  carrying  out  its  orders,  andj 
from  controlling  the  body  with  the  necessary  confidence  and  deliberation. 

The    more   ordered    our    life    is,  the  freer  we  feel.     The  more  words  we    have    in  our  , 
vocabulary,  the  richer  our  thought  will  be.     If  we  can  teach  our  bodies  to  work  automatically, ) 
our  minds  will  have  more  time  and  freedom  for  higher  things.     If  we  are  obliged  always  to  be| 
thinking  of  our  bodies  we  must  p4fforee  lose  some  of  our  liberty  of  mind.     Without  doubt 
the  majority  of  mankind  are  the  slaves  of  their  bodies,  prisoners  in  matter,  and,  contrary  to  , 

/ 

what  is  generally  believed,  the  over-cultivation  of  intellectualism,  of  analytical  studies  and  of/ 
specialized  psychology,  tends  rather  to  trouble  and  disturb  the  mind  than  to  render  it  , 
lucid  and  calm. 

Many  parents  and  teachers  are  at  pains  to  prevent  children  from  seeing  anything  which j 
suggests  the  classic  human  form,  or  from  learning  anything  of  the  anatomy  of  the  human  body! 
which  would  lead  to  a  liberal  appreciation  of  movement.  This  has  not  the  desired  result  ofj 
keeping  them  pure-minded,  but  inclines  rather  to  the  opposite.  My  pupils  have  often  told  me  ofi 
the  horror  of  some  people  at  hearing  that  we  carry  out  our  exercises  with  bare  feet  and  legs. 
These  people  assert  that  this  is  liable  to  arouse  evil  thoughts.  There  is  only  one  answer  to  such 
accusations :  namely,  that  to  the  pure  all  things  are  pure,  and  that  if  anyone  is  shocked  at  the 
sight  of  a  naked  leg  it  is  his  unhealthiness  of  mind  which  is  to  be  deplored.  An  acquaintance 
with  the  human  body  will  never  trouble  the  minds  of  children  who  have  been  brought  u^Jn  a 
healthy  and  natural  way. 
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Our  system  is  based  on  marching,  and  therefore  the  muscles  of  the  foot  and  leg  must 
be  accorded  as  much  freedom  as  possible.  No  doctor  will  disagree  with  this  statement,  nor,  I 
trust,  will  anyone  who  respects  the  laws  of  hygiene.  Pianists  will  agree  with  me  that  they 
could  not  acquire  a  good  technique  of  their  instrument  by  practising  in  gloves. 

We  have  two  ends  in  view  with  our  exercises :  firstly  to  create  numerous  automatic 
actions  and  to  insure  a  complete  muscular  response,  and  secondly  to  establish  a  sure 
relation  between  mind  and  body.  One  of  the  first  results  of  these  exercises  is  to  teach 
the  child  to  know  and  to  control  himself.  Knowing  something  about  the  marvellous 
mechanism  of  the  body — that  body  which  was  given  us  not  to  be  despised  but  to  be  made  a  fit 
dwelling-place  for  the  soul — knowing  also  that  he  is  able  to  carry  out  with  ease  movements 
suggested  by  others  or  willed  by  himself,  the  child  develops  the  desire  to  make  use  of  the  many 
forces  at  his  disposal,  and  as  a  natural  result  of  his  mind  being  freed  from  physical  restraint, 
his  imagination  develops. 

Our  organs  are  developed  by  use ;  our  mental  powers  are  developed  by  conscious  control 
of  the  body.  As  we  become  freed  from  physical  restraint  and  from  the  more  elementary  forms 
of  mental  preoccupation  we  experience  a  sense  of  joy.  This  joy  is  a  new  factor  in  moral 
progress,  a  new  stimulant  to  the  will. 

All  the  exercises  of  Eurhythmies  aim  at  strengthening  the  power  of  concentration,  at 
keeping  the  body  under  control  while  awaiting  orders  from  the  intellect,  at  turning  conscious 
action  into  subconscious,  and  at  deliberately  training  and  developing  the  subconscious  faculties. 
Further,  these  exercises  tend  to  create  more  motive  habits,  new  reflexes,  to  obtain  the  greatest 
result  with  the  least  effort,  and  so  to  tranquillise  the  spirit,  to  strengthen  the  will,  and  to 
establish  order  and  clarity  in  the  organism. 

The  whole  method  is  based  on  the  principle  that  theory  must  follow  practice,  that  rules 
must  not  be  taught  to  children  until  they  have  themselves  experienced  the  facts  that  gave  rise 
to  the  rules,  and  that  the  first  thing  one  must  teach  them  is  to  know  themselves.  The 
opinions  and  conclusions  of  others  should  not  be  taught  them  until  later.  Before  sowing  the 
seed  the  ground  must  be  prepared.  This  is  not  done  either  in  schools  or  in  conservatoires.  As 
far  as  music  is  concerned,  tools  are  put  into  the  hands  of  the  children  before  they  know  what  to 
do  with  them.  They  are  taught  the  pianoforte  before  they  are  musicians,  i.e.,  before  they  can 
hear  sounds  or  feel  rhythm,  before  their  whole  organism  is  able  to  vibrate  in  response  to  artistic 
emotions. 

The  aim  of  my  te  iching  is  to  make  my  pupils  able  to  say  at  the  end  of  their  studies,  not 
"  I  know"  but  "I  feel,"  and  also  to  create  in  them  the  desire  to  express  themselves;  for  when 
an  emotion  is  strongly  felt  there  is  an  immediate  desire  to  communicate  it  to  others  to  the  best 
of  one's  ability.  The  more  life  we  possess  the  more  we  shall  be  able  to  spread  life  around  us. 
To  receive,  to  give,  that  is  the  great  law  of  humanity. 

I  base  my  whole  system  on  music  because  music  is  an  important  psychic  force  springing 
from  the  emotional  and  spiritual  centres  which  by  its  power  of  stimulation  and  control  is  able 
to  influence  all  our  vital  activities.  It  is  able  more  than  all  the  other  arts  to  express  the  varied 
nuances  of  our  feelings.     Everyone  must  have  music  in  himself,  and  by  music  I  mean  what  the 
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Greeks  meant,  i.e.,  the  ensemble  of  the  faculties  of  our  senses  and  of  our  spirit,  the  ever- 
changing  symphony  of  feelings  created  spontaneously,  transformed  by  the  imagination, 
regulated  by  rhythm,  harmonized  by  consciousness.  This  music  constitutes  the  personality  of 
the  individual,  and  I  hold  that  an  education  having  for  its  aim  the  desire  to  establish  intimate 
relations  between  the  conscious  and  the  sub-conscious,  to  stimulate  and  organize  our  feelings 
and  sensations,  must  develop  our  individual  character. 

I  said  before  that  Eurhythmies — on  whatever  lines  it  is  taught — is  more  than  a 
pedagogic  method.  It  is  indeed  a  force — analogous  to  electricity  or  to  the  great  chemical  and 
physical  forces  of  Nature — which  has  the  power  of  restoring  us  to  a  knowledge  of  ourselves,  of 
making  us  aware  not  only  of  our  own  forces  but  also  of  those  of  others — the  forces  of  humanity. 
It  compels  us  to  a  knowledge  of  the  unfathomable  depths  of  our  enigmatic  and  ever-changi  '  ; 
being  ;  it  inspires  us  with  a  prescience  of  the  secret  of  that  eternal  mystery  which  has  governed 
the  life  of  mankind  throughout  the  centuries ;  it  gives  to  our  mind  a  character  of  primitive 
religiousness  which  elevates  it  and  unites  in  it  past,  present,  and  future.  And  therefore  it  seems 
to  me  that  it  has  the  mission  of  creating  in  a  still  far  distant  future  closer  relations  between 
body  and  spirit,  of  unifying  the  moral  and  physical  forces  of  the  individual,  and  of  regulating 
the  relations  of  man  to  man  on  a  surer  basis. 

I  think  no  artist  who  has  thought  and  observed  will  deny  that  a  conscientious  study  of 
rhythm  in  all  its  forms  tends  to  a  more  lively  understanding  of  art.  Art  is  made  up  equally  of 
imagination,  thought,  and  emotion.  Thought  tempers  and  gives  style  to  the  imagination. 
Imagination  animates  and  vivifies  style,  and  emotion  ennobles  and  renders  sensitive  the 
products  of  thought  and  imagination. 

It  may  be  questioned  by  some  whether  it  is  really  worth  while  to  familiarise  thousands 
of  young  people  with  the  structure  of  art  with  a  view  to  public  performance.  But  artistic 
studies  have  not  by  any  means  in  view  the  one  and  only  object  of  educating  artists  who  can 
convey  to  the  public  -^thetic  impressions.  They  also  have  the  end  in  view  of  educating  a 
public  which  shall  be  able  to  appreciate  artistic  performances,  to  enter  into  them,  to  feel 
themselves  those  emotions  which  others  undertake  to  express. 

The  instruction  given  in  school  is  not  sufficient.  The  education  of  the  senses  and  of 
the  spirit  should  aim  at  raising  the  minds  of  the  general  public  to  such  a  level  that,  as 
M.  Adolphe  Appia  has  it,  they  may  themselves  become  real  collaborators  in  those  artistic  and 
symbolic  representations  which  the  most  gifted  people  are  able  to  give  them.  I  am  convinced 
that  education  through  and  for  rhythm  is  able  to  awaken  the  artistic  sense  in  all  who  go  in  for 
it ;  and  that  is  why  I  shall  fight  to  the  end  to  have  it  introduced  into  schools  and  to  make 
educationists  understand  the  important  and  positive  role  which  art  should  play  in  the  education 
of  the  people. 

It  is  not  enough,  as  far  as  the  arts  of  painting,  architecture,  and  sculpture  go,  to  have 
schools  where  the  representation  of  line,  colour,  light  and  shadow,  contrast,  and  grouping  is 
taught ;  the  pupils  of  these  schools  must  be  taught  to  feel  in  themselves  the  rhythm  which 
arranges,  defines,  gives  balance  to,  harmonises  and  animates  works  of  sculpture,  architecture, 
and  painting.     Nor  is  it  enough  to  teach  the  pupils  of  conservatoires  to  interpret  with  their 
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fingers  the  masterpieces  of  music;  above  all  they  must  be  initiated  into  the  feelings  of  the 
composers,  which  gave  rise  to  the  music,  into  the  movement  which  had  made  their  feelings 
immortal,  into  the  rhythm  which  governs  and  gives  style  to  the  music.  A  fugue  of  Bach  is  a 
dead  thing  for  those  people  who  do  not  themselves  experience  the  conflicts  of  antagonistic 
elements  creating  contrast,  and  the  harmony  of  the  co-operating  elements  which  give  a  feeling 
of  peace  and  concord. 

The  ideal  teacher  must  be  at  the  same  time  psychologist,  physiologist,  and  artist.  A 
perfect  citizen  on  leaving  school  should  be  able  to  live  not  only  normally  but  also  fully.  He 
should  be  able  to  create  and  also  to  sympathise  with  the  feelings  of  others.  All  who  train  for 
teachers  will  not  become  ideal  teachers,  nor  their  pupils  perfect  human  beings ;  but  an 
enormous  effort  to  this  end  should  be  made.  An  artistic  education  of  which  physical  exercise 
forms  a  large  part  is  the  only  sure  means  of  soothing  our  over-excited  nerves.  If  this 
exercise  is  taken  mainly  in  the  way  of  sport  and  games  it  will  overstep  the  mark  and  create 
generations  devoid  of  feeling.  It  is  necessary  that  in  education  intellectual  and  physical 
development  should  play  an  equally  important  part,  and  it  seems  to  me  that  Eurhythmies  would 
have  a  good  influence  in  both  these  directions. 

E.  Jaques-Dalcroze. 
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IMPORTANT    NOTICE    TO    THE    READER 


This  book  has  been  written  for  the  use  of  pupils  taking  courses  in  Eurhythmies  at 
the  Institut  Jaques-Dalcroze  and  at  schools  which  have  acquired  the  right  to  teach  the 
Dalcroze  Method.  Its  object  is  to  help  pupils  to  recapitulate  and  analyse  the  ideas  they  have 
gained  in  the  course  of  their  practical  work.  Only  those  who  have  personal  experience  of  this 
special  form  of  education  can  make  use  of  the  book,  for  Eurhythmies  is  above  all  a  matter  of 
practical  experience,  and  readers  who  have  not  had  this  experience,  under  the  direction  of  a 
fully-trained  and  certificated  teacher,  cannot  claim  the  right  to  teach  the  method.  This  is 
especially  so  since  a  close  relationship  exists  between  the  rhythmic  exercises  and  the  music  by 
which  they  are  controlled  in  time  and  space,  and  no  study  of  this  relationship  will  be  found  in 
this  volume.  Moreover  the  reader  will  rind  no  instructions  as  to  methods  of  gaining  power  to 
improvise  at  the  pianoforte,  without  which  the  teaching  of  Eurhythmies  is  impossible. 

E.  Jaques-Dalcroze. 
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NOTE  ON    THE   ILLUSTRATIONS. 

It  is  much  harder  than  one  thinks  to  illustrate  an  educational  treatise  on  bodily 
movement  in  such  a  way  as  to  express  not  only  the  actual  movements  but  also  their 
continuity,  their  initial  preparation,  their  specific  end  and  aim,  and  the  way  in  which  they  affect 
general  bodily  equilibrium. 

I  approached  many  clever  artists  on  the  matter,  but  I  had  to  return  their  drawings 
because  they  were  too  static  in  expression  and  gave  no  suggestion  of  movement. 

M.  Paulet  Thevenaz's  drawings  meet  this  necessity,  and  the  reason  may  doubtless  be 
found  in  the  fact  that  this  artist  has  studied  Eurhythmies  for  a  long  while  and  teaches  it 
himself. 

Possibly  the  illustrations  in  this  volume  may  appear  somewhat  esthetic  for  a  pedagogical 
book.  But  what  matter,  since  they  suggest  intense  vitality  and  make  the  explanations  of  the 
exercises  in  the  text  quite  clear,  and  since  also  their  most  striking  characteristics  are  just  those 
qualities  of  joy  and  spontaneity  which  the  art  of  movement  claims  as  essentially  its  own  ? 

E.J.-D. 
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EXPLANATIONS    AND    GENERAL    RULES 


IMPROVISATION. 


Every  teacher  of  Eurhythmies  should  have  made  a  serious  study  of  improvisation  at  the 
pianoforte,  and  of  all  the  connections  between  the  harmony  of  sounds  and  that  of  movements. 
He  should  be  able  to  translate  rhythms  expressed  by  movements  of  the  body  into  musical 
rhythms,  and  vice-versa. 

TECHNIC    OF    THE    BODY. 

As  the  method  of  Eurhythmies  is  based  on  practical  experience,  and  on  the  analysis  of 
phj'sical  sensations,  it  is  important  that  the  pupil  should  have  a  rational  training  in  gymnastics 
and  games.  This  training  should  be  given  in  each  lesson,  or  in  supplementary  lessons.  No 
special  system  is  advocated,  but  it  must  be  one  which  aims  not  only  at  making  the  body  supple 
and  strong,  but  also  at  making  the  pupil  fully  conscious  of  muscular  resistances  and  the  laws 
governing  the  mechanism  of  the  body.  It  is  the  teacher's  duty  to  put  the  pupil  in  the  way  of 
this  knowledge  by  giving  him  exercises  in  bodily  technic  which  will  promote  suppleness  of  the 
arms,  legs,  trunk,  strength  in  co-ordinated  movements,  and  agility  in  walking,  running, 
springing  on  the  spot,  or  forward.  * 


LINES    OF    MOVEMENT. 

The  line  of  movement  from  the  point  in  space  i  to  the  point 
in  space  2  constitutes  the  first  beat.  The  duration  of  the  sound  of  the 
first  beat  extends  from  the  moment  in  time  at  1  to  the  moment  at  2. 

The  vertical  line  J,  is  the  strongest ;  it  leads  to  the  moment  1 
but  belongs  to  the  moment  2  in  duple  time,  and  to  the  moment  3  in 
triple  time,  etc.,  except  when  it  is  merely  a  preparatory  movement. 

In  this  connection  it  should  be  noted : — 

1.     That  the  duration  of  a  beat  is  limited  by  two  fixed  points 
in  space,  or  by  two  fixed  moments  in  time. 


J- 


*  See  the  volume  of  the  Jaques-Dalcroze  Method  :   La  Plastique  Animee  (No.  1533,  Jobin's  Edition,  Lausanne. 

London  :   Novello  &  Co.,  Ltd.). 
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2. — That  both  the  moment  of  departure  and  the  moment  of  arrival  can  be  interpreted  in 
a  perceptible  or  imperceptible  way. 

3.— That  when  the  moment  of  departure  or  arrival  is  interpreted  in  an  imperceptible 
way  it  represents  either  a  first  movement  after  a  rest  or  a  last  movement  before 
a  rest. 

The  arm  which  is  beating  time  may  pause  slightly  on  the  moment  of  departure  or  arrival, 
or  at  once  attack  the  following  movement.  This  depends  on  the  tempo,  the  extent  of  the 
movement,  or  the  force  {see  page  11). 

Example. — Here  is  the  beating  of  four-time  with  both  arms : — 


3  <- 


->-3 


The  duration  of  the  first  beat  is  determined  by  the 
fixed  points  (moments)  1  and  2: — 


The  duration  of  the  second  beat  is  determined  by 
the  fixed  points  (moments)  2  and  3,  etc. 


THE    DIFFERENT    KINDS    OF    MOVEMENTS. 


THE    FIVE    KINDS    OF    VERTICAL    MOVEMENTS. 

The  lines  of  movement   denoted   throughout   the  text  of  this  volume  are  of  arbitrary 
length.     To  realise  their  extent  the  following  principle  must  be  thoroughly  grasped. 

The  slower  the  tempo  the  greater  the  extent  of  the  movement,  and  vice-versa  : — 

1st  Kind. —  Wrist.      Upper  arm  vertical — Forearm   horizontal — Movement  of  the  hand 
only. 

2nd  Kind.— Elbow.     Upper  arm  vertical  — Movements  of  the  forearm  and  hand. 

3rd  Kind.— Elbow.      Upper  arm  horizontal— Movements  of  the  forearm  and  hand. 

4th    Kind.— Shoulder.     Movements  of  the   whole  arm  from  2  to  8  (see  the  diagram  of 
vertical  divisions  in  space). 


5th  Kind.— Shoulder  (from  1  to  91     (Compare  page  12  with  the  five  lengths  of  step). 
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2nd  kir.d 


/  ~ 


3rd  kind. 


1 


THE  FIVE  KINDS  OF 


VERTICAL       MOVEMENTS      TO 


BE  DONE  IN  DUPLE-TIME. 


h 


4th  kind. 


DIVISIONS   OF   SPACE. 


The  nine  directions  for  vertical  movements  of  arms  and  hands. 


/ 
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THE    EIGHT    HORIZONTAL    DIRECTIONS. 


<LX»* 


These  divide  the  cir- 
cular space,  in  the  centre 
of  which  stands  the  human 
body. 

This   division   is    ap-      a 
plicable    to    simple    steps, 
gestures  of  the  arm,  springs 
and  lunges. 


See  page  14,  the  eight  directions  of  steps. 


1 


3  Q^j^i 


La 


n_ji 


IU 


,} 
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THE    NOTE-VALUES    OF    2    TO    9     BEATS. 
(See  the  detailed  study  of  note-values  in  each  chapter.) 


STYLE. 

It  is  the  character  of  the  music  that  enables  us  to  determine  which  are  of  greater 
importance,  the  points  of  arrest,  of  departure  and  of  arrival,  or  the  lines  of  movement 
connecting  these  points. 

With  the  nuances  Legato,  Staccato,  and  Tenuto,  we  give  the  chief  importance  to  the 
points  of  arrest,  and  with  the  nuances  Piano,  Forte,  Crescendo,  and  Decrescendo,  to  the  lines  of 
movement  (see  Nuances  p.  14). 

Tempo  is  also  a  component  of  style,  as  are  all  its  varieties  of  acceleration  or  retardation. 


STEPPING. 

Explanation  of  musical  signs  which  specially  concern  stepping : — 

(a)  Each  note  represents  the  length  of  a  step,  or  of  a  sound. 

(b)  The   actual    moment   when    the   foot   is   placed   upon    the  ground    represents  the 

beginning  or  attack  of  a  given  sound. 


12 


Cc)  The  moment  when  another  foot  begins  to  move  represents  the  moment  of  completion 
of  that  given  sound. 

The  crotchet  (  I)  represents  the  beginning  and  duration  of  one  sound,  the  placing  of 
one  foot,  the  beginning  and  duration  of  movement  of  the  other  foot. 


The  foot. 
The  symbol. 


The  feet. 


J 


J        |     The  symbols. 


The  first  step. — The  teacher  plays  at  least  two  beats  in  advance  in  order  to  enable  the 
pupil  to  feel  tempo. 

The  last  step. — The  foot  stops  moving  at  the  moment  of  attack  of  the  last  sound.  While 
this  sound  still  vibrates,  the  other  foot  continues  its  movement  and  is  placed  beside  the  first 
one  at  the  exact  moment  when  the  sound  stops. 

A  rest  lacks  movement,  but  not  life. 

Tempo. — Notes  only  represent  relative  duration.  Each  of  the  exercises  in  this  volume 
should  be  done  in  varying  tempi. 

Accelerando  and  Ritardando  only  become  truly  living  when  they  form  a  perceptible 
contrast,    distinct  from  the  normal  time. 


THE  FIVE  LENGTHS  OF  STEP. 


We  shall  call  the  normal  step  Step  No.  3.  Step  No.  4  will  be  longer,  step  No.  5  still 
longer.  Step  No.  2  shorter  than  No.  3,  step  No.  1  shorter  than  No.  2.  The  manner  of 
making  these  steps  will  depend  on  the  quickness  or  slowness  of  the  tempo  in  which  they  have  to 
be  made,  and  also  on  the  degree  of  muscular  resistance  in  the  leg.     That  is  to  say : — 


(a)  If  we  want  to  make  a  more  rapid 
step  with  the  least  muscular  resistance  in  the 
leg,  when  we  are  walking  with  the  medium 
step  No.  3,  we  must  make  a  shorter  step 
(No.  2)  and  the  thigh  will  be  raised  very 
little.  If  we  want  to  walk  still  more  quickly 
with  the  least  muscular  resistance  in  the  leg, 
the  steps  will  become  shorter  still  and  the 
body  will  remain  vertical,  for  a  short  and 
rapid  step  does  not  necessitate  a  forward 
displacement  of  the  body.  The  arms  will 
feel  no  need  of  movement  either  forward  or 
backward. 


(b)  If  we  want  to  make  a  slower  step  with 
the  greatest  muscular  resistance  in  the  leg, 
when  we  are  walking  with  the  medium  step 
No.  3,  we  must  take  a  shorter  step  (No.  2) 
and  the  thigh  will  be  raised  higher  than  in 
step  No.  3.  If  we  want  to  walk  still  more 
slowly  with  the  greatest  muscular  resistance 
in  the  leg,  the  steps  will  become  shorter  still, 
the  thigh  will  be  raised  as  high  as  possible 
with  strong  resistance.  The  body  will 
remain  in  a  vertical  position. 
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(c)  If  we  wish  to  make  a  more  rapid 
step,  increasing  the  muscular  activity  of  the  leg, 
when  we  are  walking  with  the  medium  step 
No.  3,  we  shall  make  longer  steps,  and  the 
body  will  be  inclined  forward.  If  we  want 
to  walk  still  more  quickly  with  increase  of 
muscular  force  in  the  leg,  we  shall  make  still 
longer  steps,  and  the  weight  of  the  body  being 
thrown  well  forward  will  force  the  legs  to  run 
and  make  springs.  The  natural  swing  of  the 
arms  forward  and  backward  will  become  so 
accentuated  (right  arm  with  the  left  leg)  that 
it  will  carry  forward  the  body  and  help  the 
legs  to  make  longer  and  lighter  springs. 


(d)  If  we  wish  to  make  slower  steps, 
with  least  muscular  resistance  in  the  leg,  when 
we  are  walking  with  the  medium  step  No.  3, 
we  must  make  longer  steps  with  the  leg 
stretched  out  and  with  forward  displacement 
of  the  body. 

In  a  still  slower  time,  the  leg,  kept  very 
free,  will  be  further  stretched  out,  the  weight 
of  the  body  being  gradually  transferred 
forward  until  the  toe  touches  the  ground. 
The  arms,  slightly  contracted,  will  try  to 
balance  the  body. 


ANALYSIS     OF     MOVEMENTS     IN     WALKING. 

We  shall  call  the  supporting  leg  the  leg  which  has  just  made  the  step  and  now  supports 
the  weight  of  the  body,  and  the  free  leg  that  which  is  about  to  make  the  movement  for  a  step. 

Supporting  Leg.  —As  soon  as  the  foot  is  placed  on  the  ground,  after  making  a  step,  the 
muscles  begin  to  stiffen  the  joints.     This  stiffening  passes  from  below  upwards. 

(4)  Hip-joint. 

(3)  Knee. 

(2)  Ankle. 

(1)  Toes,  sole  of  the  foot. 

Free  Leg. — As  soon  this  leg  begins  the  movement  for  the  forward  step,   quitting  the 
point  of  departure  in  the  rear  of  the  body,  all  muscular  resistance  should  be  suppressed  and 
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the  weight  of  the  body  which  is  inclined  forward  should  carry  with  it  a  leg  free  of  all  weight. 
While  the  step  is  being  made,  the  point  of  the  foot  is  lowered  and  the  heel  raised.  First  the 
toes  are  placed  on  the  ground,  then  the  sole. 

The  step  originates  in  the  hip-joint.     The  knee,  the  ankle,  and  the  toes,  remain  passive. 

MOVEMENTS    ON    ONE    SPOT. 

The  8  horizontal  segments  described  in  the  circular  space  in  the  midst  of  which  stands 
the  human  body.  While  the  body  rests  on  the  supporting  leg,  the  other  leg,  the  free  one,  can  be 
extended  in  8  different  directions,  quickly  or  slowly,  by  steps,  without  displacement  of  the 
body,  or  by  lunges : — 


A*- 


->E 


I 


ENERGY. 

It  would  be   impossible   to   conceive  of  individual  will    if   it  were   deprived   of   these 

three  essential  factors : — 

(i)  Imaginative  conception  of  ] 

(2)  Initial  willing  of  [     the  act. 

(3)  Motor  realisation  of  j 

The  organs  of  the  will  are : — 

(1)  The  cerebral  cells. 

(2)  The  motor  nervous  system. 

(3)  The  muscular  system. 

Hopp. — The  order  Hopp  appeals  to  the  centres  of  control. 

Independence    of    movement   is   obtained   by   exercises    in    contrasting    and    dissociated 
movements. 


J 


Muscular  energy  is  the  result  of  the  power 

Muscular  enervation   is   the   result  of  lack  of 
power 

Muscular  suppleness  is  the  result  of  capacity 

Muscular  stiffness  is  the  result  of  incapacity 

The  least  effort. — The  necessity  for  least  effort  in  order  to  obtain  the  realisation  of  an  act 


of  the  muscles  to  contract,  singly  or 
collectively  with  every  degree  of 
strength  and  grade  of  quickness  or 
slowness. 

of  the  muscles  to  decontract  with 
every  degree  of  strength  and 
in  every  grade  of  tempo. 
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is  both  a   l  1c  law.     The  fact  of  acting  in  such  a  way  as  to  employ  the 

minimum  of  force  necessary  proves  both  that  the  individual  knows  himself  and  also  that  he 
knows  exactly  the  act  which  he  wills  to  perform. 

Dynamic  gives  the  life  and  character  of  the  movement. 

An  increase  of  force  in  a  co-operating  group  causes  an  acceleration. 

A  diminution  of  force  in  a  co-operating  group  causes  a  retardation. 

An  increase  of  force  in  a  group  which  is  both  co-operating  and  antagonistic  causes  a 
crescendo,  a  diminution  of  force  brings  about  a  diminuendo. 


CARRIAGE  OF  THE  WEIGHT  OF  THE  BODY  IN  SLOW  OR  RAPID  WALKING. 

Slow  Walking. — In  slow  walking  (whether  forward  or  backward)  the  anterior  and  posterior 
muscles  work  together  to  hold  the  back  erect. 

Quick  Walking. — In  quick  walking  (whether  forward  or  backward)  the  upper  part  of  the 
body  leans  forward  or  backward,  and  the  contraction  of  the  muscles  of  the  back  is  greater  in 
walking  forward,  the  contraction  of  the  muscles  of  the  abdomen  is  greater  in  walking 
backward. 

N.B. — It  is  very  important  to  do  the  preparatory  exercises  of  Chapters  I.  and  II.  (sre 
page  23)  in  every  degree  of  tempo. 

Note.— The  foot  (the  support  of  the  weight  of  the  body)  is  sometimes  very  feeble.  In 
such  cases  remedial  gymnastic  exercises  are  necessary.  With  weakly  children  the  wearing  of 
sandals  with  stiff  soles  frequently  causes  flat  feet.  The  muscles  can  be  strengthened  by 
accustoming  the  child  to  pick  up  objects  with  the  feet. 


Lunging. — The  laws  of  bodily  equilibrium 
show  themselves  best  in  lunging.  When  the 
muscles  of  the  back  relax  the  body  falls 
forward  quite  naturally,  and  the  step  is  the 
inevitable  result  of  this  relaxation.  When  a 
vertical  position  is  wanted,  following  on  this 
lunge,  the  muscles  of  the  back  raise  the 
vertebral  column. 


I 


Examples 

of 
Lunges. 
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DIFFERENT    MEANS    OF    PHKY!1*  it  a  1p-  *••• 
The  following  are  various  ways  of  scanning  and  punctuating  musical  phrases 
{a)     Entrance  of  different  groups  of  pupils  alternately — 

) 


' 


J    J    J    J    J  — U-J—J—J J_J J- 

Group  I.  Group  II. 


(b)     Contrasting  force — 


f_J__J-_J L 


) 


i     i 


(c)     Difference  in  the  size  of  the  step  {see  page  7) — 


) 


Step  No.  3 
(d)     Change  of  direction — 


JLJ    J    J    J    J     J    J    J    J    J    J  I 


Step  No.  5. 


) 


[_JL^i_J_J_J_J_i_J_J_  J_J_J_J- 

Forward.  '     Backward,  or  obliquely,  etc. 

(e)  Taking  up  the  new  phrase  with  the  foot  which  stepped  the  last  note  of  the 
preceding  phrase  (this  necessitates  a  rapid  backward  transference  of  the  weight  of  the  body  after 
the  break,  so  as  to  allow  of  the  raising  of  the  supporting  leg  which  has  now  become  the  free  one) — 


, s  )        , s 

IJJJ        I        I      J   J     I        I        I        I        I        I   J 
\—m- j» 0 * m m—\—m 0 0 0 0 m—\ 

I  Left  Right)  Right 


Right  I  Right 
foot.  foot.    foot. 


(/)     Change  of  the  arm  beating  time  ; 
(g)     Application  of  rhythmic  breathing — 


>     )  , s 

I       I       I 


etc 


TABLE    OF    NOTE- VALUES,   THEIR    NAMES   AND    SYMBOLS. 
^F  Demisemiquaver  3^  f  Quaver  8  J  Minim   \ 

•T  Semiquaver  }e  \    Crotchet  \  0  Semibreve    1 


1 
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The  same  names  are  used  in  6/8,  3/4,  etc. 

The  notes  followed  by  a  dot  are  called  dotted  notes. 

The  note  twice  as  long  as  the  semibreve,  named  a  breve,  is  made  thus :    1°1 

GROUPING  OF  NOTES. 

The  metrical  accent  determines  the  position  of  the  signs  for  the  grouping  of  notes. 
The  bar  line  is  placed  before  the  chief  metrical  accent  I  J   I  ei   etc. 

The   dotted   line.      When    the    value    of   the    beat    is    greater    than    J    the    secondary 
accentuations  may  be  shown  by  dotted  vertical  lines : — 

I J   J   J  :  J   J   J  ||        a  J   J  ;  J  J  J  J   J  || 

but  only  in  cases  where  confusion  might  arise.     In  values  shorter  than  the  js  groups  of  notes 
are  joined  by  a  horizontal  line.     The  first  note  of  each  group  is  more  or  less  accented  : — 

Quadruple  Time.  With  syncopation. 

12   n^"""n^    !=fl    r^  11   R^T^rh    fTj    nfl  1 

-V  4k— 9— 9  9 — 0-9-9 — 9-9-9 — m-m-m— H — 0-9-0 — m-m-m — 9-9-9 — 9-9-0— -\ 

16  11^--        ^         ^         ^        H 


Duple  Time.  With  syncopation. 


6 
8 


^jtti  fi-jtj^jins^njiji 


Triple  Time.  With  syncopation. 


a   FTT3    FT~H    ^TH^n   fTT^    F^75  JT"3  i 

*f—  9-9 •-• 9-9 9-9 9-9 0-0— \\— 0-0 9-9 m-9 0-0 9-9—9-9— I 

When  realising  syncopated  notes,  the  length  of  time  taken  in  bending  the  knee  is 
regulated  according  to  the  moment  of  attack  of  the  second  note  of  the  group  (see  syncopations, 
page  26). 

EXCEPTIONAL  GROUPINGS. 

When  a  beat,  usually  divided  into  2,  4,  8  parts,  is  divided  into  3,  5,  or  7,  as  an  exception, 
the  following  signs  are  used.  3,        5,         7* 

Example:  \-»- — •—• » J — J- 


-9-9-9- 
3 


UJ-   etc. 
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And  likewise  when  a  beat  is  usually  divided  into  3,  5,  or  9,  every  exceptional  division  is 
shown  by  the  signs    »  2  » 


J  J  J  J    etc- 
4 


Example  : 


-«U- 


— P-JJ-      JTJ3-1    etc. 

2  ^^_4^      J 


DOTTED    NOTES, 
(a)     Prolongation  of  a  note  for  half  its  value : — 


—  -&i- 


~      -&T 


J. 


-o- 


-J- 


..-_JL 


-<s>- 


1 

1 


J  (a  dot  after  the  note). 

J    J*         (a  second  dot  after  the  first). 
J I      1    J^  ^    (a  third  dot  after  the  second). 


{b)     Prolongation  of  a  note  for  4  ui  its  value  :  — 


oi:       =     ^s  gs  Js  J^  J^  i.a  second  dot  under  the  first). 


_    J      I      !      I      I 

—     -0  —  0 0 0 0 


a. 


..£ 


N     N    N     N     fc 


-    -Gh- 


-Q- 


r> 


ft 


(a  dot  after  the  two  dots 
which  are  one  over  the 
other.) 

(two  dots  one  over  the  other  after 
the  first). 


(c)     Prolongation  of  a  note  for  ^  of  its  value 
o-   =  _Q J_    (three  dots  one  over  the  other). 


(i)     The  symbol  for  4  of  a  semibreve  is  J     The  symbol  for  \  of  a  semibreve  is  #^ 


2 
4 

3 
4 

4 
4 

5 
4 

6 
4 

7 
4 

8 
4 

9 
4 

10 

4 

11 
4 

12 
4 

13 
4 


(T3 

I 
G. 

O 

o. 

©• 

M 

|oi- 


2 
8. 

3 
8 

4 
8 

5 
8 

6 
8 

7 

8 

8 
8 

9 
8 

10 
8 

11 
8 

12 
8 

13 
8 


d 


)) 

o». 

)) 

c>: 

»> 

0 

>» 

°: 

»> 

0: 

If 

0;  • 

»» 

o* 

If 

o«:  etc 

SIGNS   TO    INDICATE    BREA1HING. 
i. — L_  Sudden  contraction  of  the  abdominal  muscles. 


_[  Sudden  decontraction  of  the  abdominal  muscles. 
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Preparatory  exercises  for  I .    From  lying  down  rise  to  a  sitting  position,  i.e.,  maintaining 

the  abdominal  contraction  even  after  it  is  no  longer  necessary. 

2.  £     Sudden  expansion  of  the  ribs. 

3     Sudden  contraction  of  the  ribs. 

Preparatory  exercise  for  £.    Place  the  hands  on  the  ribs  on  each  side  and  resist  the 
expansion  of  the  cavity  of  the  thorax. 

3.  ^  Sudden  drawing  in  of  the  abdominal  muscles,  which  results  ^  in  the  expansion 
of  the  ribs  and  consequent  raising  of  the  chest. 

4.  ^     Sudden  release  of  the  abdominal  muscles. 

w     Sudden  fall  of  the  breastbone  and  upper  chest. 

EXERCISES    FOR    DEVELOPING    THE    MUSCLES    OF    THE    CHEST. 

The  following  is  another  preparatory  exercise  for  developing  the  muscles  of  the  chest : — 

Place  the  left  hand  on  the  lower  ribs  of  the  right  side  and  expand  them  with  resistance  ; 
then  cross  the  right  arm  completely  over  the  chest : — 

(a)  on  a  level  with  the  lower  ribs, 

(b)  on  a  level  with  the  upper  ribs, 

(c)  on  a  level  with  the  chin. 

The  preparatory  exercises  are  to  be  done  w  tlwut  the  help  of  breathing.    Before  doing  them 
it  is  important : — 

I.     To  have  a  moderate  quantity  of  air  in  the  lungs, 

II.     Not  to  have  the  vocal  cords  tightened  (as  in  the  preparation  for  the  shock  of  the 
glottis).     In  other  words,  the  neck  must  be  perfectly  free. 


C   Light  and  incomplete  inspiration.  )  Light  and  incomplete  expiration. 

<  Short  but  complete  inspiration.  >  Short  but  complete  expiration. 

«=r  Slow  and  complete  inspiration.  r=-  Slow  and  complete  expiration. 

(  Slow  and  incomplete  inspiration.  )  Slow  and  incomplete  expiration. 

Breathing  may  be  : — 

A.  Diaphragmatic    breathing :      The    abdomen    is    contracted ;     the   lowering   of   the 
diaphragm  presses  the  abdominal  organs  inward. 

B.  Intercostal  breathing  :  The  cavity  of  the  thorax  is  enlarged  on  both  sides. 

C.  Supercostal  breathing  :  The  upper  portion  of  the  chest  is  dilated. 

These  different  ways  can  be  combined  according  to  the  actions  which  the  breathing  is 
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assisting  (e.g.,  singing,  manual  work),  and  in  the  art  of  moving  plastic,  according  to  the  gestures 
of  one  or  the  other  limbs  : — 

ist  A         2nd  B         3rd  C         4th  A         5th  B         6th  A 

B  C  C 

Complete  breathing,  necessary  in  rhythmic  movement,  when  no  specific  artistic  nuances 
are  to  be  expressed,  combines  the  three  preceding  types: — 

A 
B 
C 

Fatigue. — Breathing  exercises  must  never  be  practised  when  the  pupil  is  out  of  breath. 
They  must  be  carefully  done,  without  too  frequent  repetition  and  without  exaggeration.  In 
case  of  dizziness  they  should  be  practised  sitting  down. 

See  the  volume  of  the  Jaques-Dalcroze  Method  called  La  Respiration  et  I'Innervation  (planches  anatomiques 
Nos.  11,  13  et  15,  17  et  19.     No  981,  Edition  Jobin  et  Cie.). 

N.B. — From  the  very  first  lesson  the  pupil  should  be  taught  to  write  down  the  rhythms 
he  has  realised.  Moreover  the  pupil  should  be  encouraged  to  compose  and  write  down  rhythms 
at  home,  in  preparation  for  the  next  lesson.  During  the  lesson  itself  the  rhythms  should  be 
written  on  the  blackboard. 

REALISATION— HEARING. 


The  teacher  should  insist  on  complete  bodily  relaxation  while  the  pupil  is  listening  to 
the  rhythm  he  has  to  realise,  and  on  absolute  calm  and  tranquillity  of  mind  while  he 
realises  it. 

N.B. — The  word  hopp  is  used  as  a  signal  to  make  a  change  previously  agreed  upon. 
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RHYTHMIC  MOVEMENT 


RULES  AND  EXERCISES. 


_  I 


' 
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CHAPTER    I. 

DUPLE   TIME. 

(The  teacher  improvises  at  the  piano.) 


EXERCISES   IN  WALKING  WITHOUT   BEATING  TIME. 


Preparatory  position. — The  upper  part  of  the  body  and  the  supporting  leg  form  a 
vertical  line.  The  supporting  leg  is  midway  between  the  points  of  departure  and  arrival 
of  the  free  leg — chin  drawn  in  without  exaggeration,  shoulders  lowered,  back  hollowed  without 
exaggeration  of  the  lumbar  curve,  arms  hanging  naturally.  The  free  leg  is  placed  in  the  rear 
at  a  distance  equal  to  step  No.  3. 

See  page  15  :  Carriage  of  the  weight  of  the  body. 

FIRST    PREPARATORY   EXERCISE. 

Swing  the  free  leg  forwards  and  backwards,  without  any  contraction,  with  a  pendulum- 
like movement.  Keep  the  ribs  raised  and  the  thorax  open  by  the  help  of  the  abdominal 
muscles. 

SECOND    PREPARATORY  EXERCISE. 

(a)  Place  the  free  leg  in  front,  first  on  the  toe  then  on  the  heel ;  bring  the  weight 
of  the  body  forward,  transferring  it  on  to  the  leg  which  has  now  become  the  supporting 
one.     The  other  leg  now  becomes  the  free  one. 

(b)  The  same  backward. 

THIRD    PREPARATORY   EXERCISE. 

The  same  exercise  as  the  preceding  one,  but  the  thigh  of  the  free  leg  is  raised  in 
front  until  it  is  horizontal,  before  being  placed  on  the  ground.  This  is  a  preparation  for 
the  stamp. 

Important  observation:    The  three  exercises   should    be   done  in  all  degrees  of  tempo. 
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THE    BAR   IN    DUPLE  TIME. 

4  can  constitute  a  crusic  or  anacrusic  bar,  i.e.,  begin  with  a  strong  or  with  a  weak  beat 
and  be  interpreted  by  a  heavy  accented  step  followed  by  a  light  one,  or  by  a  light  step  followed 
by  a  heavy  one. 


I 


I.     Crusic  bar 


2 
4 


I 


2.     Anacrusic  bar  \ 


On  the  first  beat  the  foot  strikes  the 
ground  vigorously. 


i 


X. 


EXERCISE    IN    WALKING   WHILE    BEATING   TIME. 

Preparatory  Exercise. 

(a)  Raise  the  arm,  allowing  the  hand  to  hang  loosely,  then  lower  the 
arm,  the  hand  extended,  palm  to  the  ground.  Close  the  h  md  and  stiffen  the 
arm  during  the  time  needed  for  accentuation  of  the  beat. 

(b)  The  same  with  two  arms. 

(c)  The  same  alternately. 

(d)  The  same,  combined  with  the  preceding  preparatory  exercises  in 
walking. 

See  page  7  :  Lines  of  movement. 


Beat  1.        Beat  2. 

PHRASING   AND    RESTS. 

— -  Minim  (0!)  rest. 

L  Crotchet  (J)  rest. 
It       ||  Sign  of  repetition. 
)  Sign  for  the  caesura  (the  end  of  one  phrase,  the  beginning  of  another). 


PHRASING    WITH    THE  ARMS. 


1.  Left  arm 
Right  arm 

2.  Left  arm 
Right  arm 


rest 


rest 


rest 


rest 


In  Exercise  1,  the  arm  is  held  in  Position  2  during  the  rest. 

In  Exercise  2,  the  arm  is  held  in  Position  1  during  the  rest  (see  fig.  above). 


3.     Left  arm 
Right  arm 


-J- 


etc. 
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m 


ii 


4.     Instead  of  alternating,  both  arms  make  the  rest  on  the  same  beat 
(a)     Left  arm  and  right  arm  H— *  — * " — f-* — * 


(«    1 1  j  ■  h»— H 


-•— -f- 


HI 


Aro/<r. — A  rhythm  can  be  longer  than  a  bar : — 

5.  iH-H--1  H  J  J  |  J  HI 

During  a  rest  breathing  can  be  controlled  rhythmically,  e.g. : — 

< > 

)      I    li 


-H-i 


l  I  J      I 

-m—\—0 m— 


II 


See  page  18:  Signs  for  breathing. 

PHRASING    WITH    THE    FEET. 

8.     Three  bars  forward,  then  one  backward  ||— • — J * — 0— j— • — * * — 0— 

g.     One  bar  forward,  then  three  backward  — *-    —J—  »— j— 0 — • — — 0 — • *—  -J— 1| 


etc. 


etc 


More  difficult  exercises  to  be  taken  later :  The  new  phrase  is  begun  by  the  foot  which  ended 
the  preceding  phrase,  necessitating  a  sudden  transference  of  the  weight  of  the  body  backward, 
to  make  the  free  leg  the  supporting  one. 


10.   -J  -Jj-J-J-fJi -J-|^UJL|-J.).  J-|| 


PHRASING    WITH    ARMS    AND    FEFT. 

Exercises  8,  9,  and  10  are  to  be  combined  with  phrasing  with  the  arms. 


ANALYSIS    OF    NOTE -VALUES. 

DOUBLE-   AND    HALF-VALUES. 

The  Minim  &  and  Minim  by  Syncopation    0  |  0 

Execution  :  On  beat  1,  step;    on  beat  2,  bend  the  supporting  leg.     The  free  leg  remains 
free  and  makes  the  next  step. 
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There  are  two  kinds  of  minims  : — 

ii.)    The  minim  when  the  step  is  more  accentuated  than  the  bend    |  e* 

(2.)    The  minim  formed  by  syncopation  when  the  bend  is  more  accentuated  than  the  step  J^ 

The  arm  beats  4 

Note. — Plastically   J  |  J   is  easier  than    d  ',    musically    eJ    is  easier  than    J  |  m 


I 


-G- 


I  I 


)       I 


-« 


These  exercises  are  to  be  combined  with  phrasing.     (See  page  16  :  Means  of  Phrasing. 


QUAVERS.       Jj 

Execution. — Two  equal  steps  are  made  to  one  movement  of  the  arm. 

Arms.       J        J  Feet.       j""j    J""^ 

A  crusic  bar  made  of  quavers  has  only  one  form. 
An  anacrusic  bar  made  of  quavers  has  three  : — 

r*  1    r"— !    Is         u       r~i       _n  „       > 


a. 


n  /■ 


b. 


-» — m- 


In  (a)  and  in  (c)  the  arms  beat  first,  then  the  step  follows. 


COMBINATIONS    OF     d, 
I  ) 


AND 


3.    _#_jj_J_J_J_J_) 


I       I 


)       I 


4.    -j 


1       1 


!  ) 


)     I 


n  11  j— i)  )      r 

!.     0  m  ||  1  J    p    j    r      w-, 

2.  -J-J^1-|J>  JT|J- 

5.  -J^-liJ  J^J^^l 

CROTCHETS  BY  SYNCOPATION     JN^,^  J^J^ 

Execution. — The  band  and  arm-movements  coincide,  the  step  being  made  between  these 
movements. 

Note. — Syncopation  is  produced  either  by  retardation  (the  entrance  of  the  step  delayed) 
or  by  anticipation  (the  entrance  of  the  step  anticipated). 


a.  Syncopation  by  retardation  :     — « 

b.  Syncopation  by  anticipation  :     — 


1         r 
9—0 — •- 


\ 


I 


In  syncopation  by  retardation  the  bend  is  more  accentuated  than  the  step  which  follows; 
in  syncopation  by  anticipation  the  step  is  more  accentuated  than  the  bend. 
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TWICE   AS    FAST   AND   TWICE   AS    SLOW. 

A  bar  of  |  becomes  when  taken  twice  as  slow,  a  bar  of  \  |  J  J  |  A  bar  of  \  becomes 
vhen  taken  twice  as  fast  a  bar  of  §  |  J^  | 

Note. — In  this  kind  of  exercise  use  should  be  made  of  the  different  lengths  of  step 
md  movements  of  the  arm  described  on  pages  9  and  12. 

In  2  the  arm  beats  one  beat  only  for  each  ^,  and  this  eJ  is  not  to  be  divided  in  two  by  a 
oend.     Syncopation  when  it  occurs  in  this  time  is  still  to  be  interpreted  by  a  bend. 


Exercise 


Exercise 


Exercise 


\- 


1.  Four  bars 

then  four  bars 

2.  Three  bars 

then  three  bars 

3.  Two  bars         l"D_J 


e» 


h 


>>         >> 


)>         »> 


etc. 


-g> &- 


J-,H 


Exercise  :     4.     Exercises  1,   2,  and  3,  making  two  steps  for  every  arm  gesture. 

5.    Syncopations  in  a  succession  of  four  bars  of  §,  then  four  bars  of  4,  then  four  bars  of  2- 


h^-fr-q^ 


-©>- 


n- 


g> — 


—  G>~ 


d 0—  -» 0 0 


BREATHING. 


a) 


E- 


-3 


1      M 

-* — • — 1 

E 3 


b)  e- 


-9    6- 


<- 


^ 


/; 


■>- 


<?; 


E- 


^  e 


0  <— 


i) 


k)  e- 


J-JL 


-3   F 3 

-3    £ } 


<- 


The  same  exercises  are  to  be  done  in  the  position 
See  page  18,  Signs  for  Breathing. 


<— 


} 


-> 


-> 
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INDEPENDENCE    OF   THE    LIMBS. 


In  the  following  exercises  each   movement  lasts  for  a  j  and    each  complete  circulfj 
movement  has  the  value  of  a  whole  bar. 

The  exercises  are  done  with  two  limbs,  e.g.,  with  two  arms— one  arm  and  one  leg- 
one  hand  and  one  foot — the  head  and  one  arm,  etc. 

Independence  of  limbs— (a)   one  limb  /,  one    limb  p  ;    (b)    one    limb   with    restricted 
movements;  one  limb  with  extended  movements.  i 


EXERCISES    IN    THE    SAME    DIRECTION. 


i.     Two  limbs 


V. 


A8 


2.     Two  limbs      Z^*4 


3.     Two  limbs 


or 


The  movements  are  very  simple.     Raising  and  lowering  the  arms,  the  thighs,  the  feet, 
the  hands,   etc.,   then    describing    circles,    passing    through    the    points    of    departure   and 

arrival    j    and  T 
ti  1 

MOVEMENTS    IN    CONTRARY    DIRECTION. 


4.  One  limb  I     f 

5.  One  limb 


6.     One  limb 


7.     One  limb         ^  f* 


The  other 


The  other 


A' 


V, 


The  other         ,^_     _^»j 

1 


The  other 


8.     One  limb 


A: 


V. 


Lines  and  Curves. 


The  other 


or 


g.     One  limb      '<T  The  other 


The  curve  can  be  horizontal,  vertical,  oblique,  etc. 


All  theje  exercises  should  also  be  done  with  sudden  changes  of  direction,  controlled  by 
the  hopps  of  the  teacher,  e.g.  : — 

f  One  limb     |$  j*     at  hopp       f '  ja      The  other       f  ^      at  hopp      f  '  ^ 

\see  the  following  chapter). 

) 

|  EXERCISES    FOR   DEVELOPING   CONTROL   AND    INHIBITION. 

i.     The  pupil  walks  |  J    J  |  forward.    The  teacher  calls  hopp,  and  the  pupil  walks  |  J   J  | 
a"d,  then  at  the  next  hopp,  forward  again. 

2.      At  hopp  the  pupil  walking  |  J    J  |  interprets  the  two  crotchets  by  two  springs  on  the 

,        I* 
|step 


foot 


3.  One^  arm  beats  the  bar   |  J    J  |     A  pupil  calls  hopp,  and  the  other  arm  begins  to  beat 
nile  the  first  arm  stops. 

4.  Exercises  1  and  3  are  performed  simultaneously. 

5.  At  hopp  the  pupil  keeps  still  for  one  or  more  bars,  ceasing  to  beat  time. 

6.  Two  ways  of  phrasing  are  agreed  on  beforehand.     At  hopp  the  pupil  changes  from 

one  to  the  other,  e.g. : — 

)  )  )         )  )  ) 

I  J     J  I  J     J   M_JlM         1    J     J 

hop) 


hopp 

7.  At  hopp  a  a  instead  of  |  J    J  |  and  vice  versa. 

8.  At  hopp    J  I  J    instead  of  J  |    • 

9.  The  pupil  walks  J    J  |  J    J  j     At  hopp  he  makes  a  spring  forward. 

10.  At  hopp  the  pupil  kneels  suddenly,  then  gets  up  at  the  next  hopp,  etc.,  etc. 

All  exercises  for  independence  of  the  limbs  can  be  treated  as  exercises  for  developing 
control  and  inhibition,  by  using  hopp  to  indicate  changes. 

EXERCISES    IN    HEARING. 

1.  The  teacher  plays  bars  |  J  0  or  |  o  or  J  |  J  or  JJ^J  etc.  The  pupil  steps 
them,  and  must  follow  all  the  accelerando*,  ritenutos,  crescendos,  diminuendos,  staccatos,  and  legatos 
of  the  teacher's  playing. 
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2.     The  teacher  plays  a  rhythm  twice,  then  the  pupil  realises  it.     He  stands  still  while 
the  teacher  plays  a  new  rhyt^in. 


.' 


The  different  ways  of  phrasing  should  not  be  forgotten  (see  page  18). 
/       ,...       \       The  pupils   can    form    two   circles   one   within    the   other.     The    inner   one 
'       ''     ■    \       \      realises  the  rhythm,  then  stops,  and  the  outer  one  in  turn  r^r1"  .z  the  rhythm. 

\      V.-''      /  3.     The    teacher    plays    three    eJ's.     At    the    fourtii     J     the    pupils 

s+*m_„y  waiki  j  j  1  1 

4.  The  teacher  plays  J 's.    At  the  fourth  J  the  pupils  walk  &  's  or    JJ^J  's. 

5.  The  pupils  are  grouped  in  the  middle  of  the  hall  with  arms  raised,  and  ring  bells, 
following  the  accelerando  and  rallentando  of  the  teacher. 

6.  Pupils  grouped  in  the  middle  of  the  hall  spring  up  and  down  on  one  spot,  followin' 
the  tempo  of  the  teacher's  playing.     In  quick  tempo  little  springs  ;    in  slow  tempo  high  spri 
with  preparatory  low  bending.  / 

IMPROVISATION.  / 


The  teacher  asks  a  pupil  to  improvise : — 

1.  Three  bars  divided  into  two  phrases,  separated  from  one  another  by  a  caesura  or  break.°t 

2.  Four  bars,  one  of  which  consists  of  a  minim  rest  (  -  ).  ,d 

3.  Any  sequence  of  movements  alternating  with  walking,  breathing,  or  conducting  with 

the  arms. 

4.  A  sequence  made  up  of  J  j  ,Cj  or  J  |  J    etc. 
After  one  pupil  has  improvised,  the  whole  class  repeats. 

EXERCISES    IN    CONDUCTING. 

A  pupil  stands  in  the  centre  of  a  circle  of  pupils  and  beats  time  : — 

1.  Accelerando  and  ritardando. 

2.  Crescendo  and  diminuendo. 

The  pupils  walk  in  a  circle,  following  the  nuances. 

N.B. — The  pupils  should  write  down  in  their  books  or  on  the  blackboard  the  rhythms 
studied  during  the  lesson. 

Important  Note. — The  teacher  should  often  vary  the  tempo  in  order  to  accustom  the 
pupils  to  follow  the  music,  but  his  rubatos  should  be  logical,  and  the  general  character  of 
the  time  should  be  clearly  indicated. 

See :   1.     Marches  rytltmiques  Nos.  1  and  2  (Lausanne:   Jobin  &  Co.,  No.  780.     London  :    Novello  &  Co.,  Ltd.). 

Studies  Nos.  7  and  2. 
2.     Esquisses  rythmiques  pour  piano  (Lausanne  :    Jobin  &  Co.,  No.  1528.     London:    Novello  &  Co.,  Ltd.). 
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CHAPTER    II. 


TRIPLE  TIME. 


EXERCISES    IN    WALKING  (WITHOUT   BEATING   TIME). 

Preparatory  Exercises. 


In  triple  time  the  feet  stamp  alternately : — 

j„j._,_i J. 


i. 


J_J_LJ_, 


-f-H*- 


I       I 

-9 -0 0- 


J p_J 


Dur'ng  the  rests  the  teacher  continues  to  play  crotchets. 

4,  5,  6.     Repeat  Exercises  I,  2  and  3,  the  teacher  occasionally  calling  liopp  after  the  third 
(step,  when  the  pupil  should  walk  three  steps  more,  either  forward  or  backward : — 


e.g. 


^  7.     Step  all  the  notes  in  the  bar  in  f  time. 


-P- 


-f- 


J-J-J-jiJ-p-H 


hopp 


j£RCISES    IN    WALKING  WHILE    BEATING    TIME. 
Preparatory  Exercises. 


(fin, 

From  beat  1  to  beat  2, 
raise  the  arms  sideways 
to  a  horizontal  position  on 
a  level  with  Cae  shoulders, 
with  a  loose  wrist. 

From  2  to  3 :   raise   the 
arms  vertically,  the  hands 
stretched       upward,      the 
2  head  following   the  move- 
ment of  the  arms. 

When  the  pupil  is 
beating  time  with  one  arm 
only  (the  left  for  instance), 
1  le  head  should  be  slightly  inclined  towards  the 
opposite  shoulder. 


s  3 


\  jf 
1  t 


f 


\ 
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From  3  to  i,  lower  the  arms ;  (a)  with  both  arms ;  (6)  with  one  arm ;  (c)  combining  the 
gestures  with  the  foregoing  exercises  in  walking. 


PHRASES   AND    RESTS. 
PHRASING  WITH  THE  ARMS. 


i.     Right  arm 
Left  arm 

2.     Left  arm 
Right  arm 


-J_i 

-p — p- 


-J- 


-p — p- 


J-J- 


J- 


--P- 


J-r 


r" 


J- 


-J- 


J. 


3.  Left  arm 
Right  arm 

Combinations  : — 

4.  Left  arm        _  l_ 

Right  arm    _«_ 

5.  Left  arm 
Right  arm 


The  Dotted  Minim  Rest 

I       I 


J. 


-• — P — P- 

^ J_ 


J. 


J. 


-J. 


■p— p- 


-• — •- 


P — P- 


-p— p- 


etc,  etc. 


/ 


.dKe  up 


In  5  the  left  arm  after  the  3rd  bar  should  be  slightly  raised  agaii 
beat  1. 

Note. — If  the  rest- value  leaves  sufficient  time  for  the  exercise  to  be  dd.   ,  with  one  arm 
only,  new  lines  of  movement  are  formed,  e.g. :      L_J J p. 


-» 0- 


The  arm  should  connect  the  position  of  beat  1  with  the  position  of  beat  3,  by  means  of  a 
line  forming  a  quadrant  of  a  circle: — 


PHRASING   WITH    THE    FEET. 


6. 

7- 
8. 


q- 


j      i 


-G> 


I    ) 


unLj_ 


1 ) 


Ht^ 


1  r  >  '_ 


m~\—m 
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More  difficult  exercises. — Repeat  the  above  exercises,  adding  various  ways  of  phrasing 
with  the  arms. 

PERIODS    FORMED    BY    PHRASES    PUNCTUATED    BY    RESTS   OR   BY 

CONTRASTING   THEMES. 

9.     The  caesura  can  be  made  :    (a)  by  rests ;    {b)  by  longer  notes  ;    (c)  by  shorter  notes, 
forming  a  contrast : — 

(a)  n-J  J 1 J  i. 


—\ 


(b)    H--— -- 


-9 m- 


-a- 


II 


1       i 


0  H-J-H-J- 

10.     Tiie  pupil  should  note  whether  there  is  a  dotted-minim  rest  or  a  dotted  minim  (^J.): — 
.  .     II      I       I       III       I       I    I  .11       I       I    I  .11 


o--—\—t 


S-* *-• 


T~ 


Fine    (final  stop) 


ANALYSIS     OF     NOTE-VALUES. 
TRIPLE   AND    ONE-THIRD    VALUES 


Dotted  Minim 


a 


,  Exe.ution  :    Beat  1,  the  step;    Beat  2,         /  i 
cross  the  free  leg  over  the  supporting  leg  :         % 
Beat  3,  resume  position  1.     The  free  leg 
makes  the  fresh  step. 


The  arms  beat  3.    On  beat  2  the  head 
is  inclined  in  the  opposite  direction  from 


that  of  the  crossed  leg. 


_<y  }y     if  2r/ 


,.  II  J-  I  J-  II 

nil! 

2.   |— • » »- 
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3.  -J-H- 


I  I   I 

9 J &- 


fJ_^-J- 


fJ_J_J- 


J=34-J^-4-£3-«fc 


-jjetc. 


Dotted  Crotchet  I .     Three  Quavers  j  j  j 


If  the  feet  walk  three  steps  J  J  J  while  the  arm  beats  one  crotchet,  a  dot  must  be  placed 
after  this  crotchet.  The  time-signature  for  a  bar  of  compound  duple  time  is  | ;  for  compound 
triple,  § :— 


\ 


n 


I        I 


I      *■  H 


i        i         I        i 


=4 


ANACRUSIC    FORMS. 


(6)  ----[-•-----•-  (c) 

C3-J3-  (6)  Jl  |  J^3-JTj-J^  (C). 


-0—0- 


'-[-J-*-*—  etc. 

J      *   J— J-  » -  0—0—  etc' 


Combinations  of  J  J  J  and  of  J  . 

,  v        I .       i      i    j  I     I  •       I      !    j 
(a)   — • 0—m — *— V— m 0 — 0—0- 

m  |  j- 


(6) 


i  i 


j.)  j 


(0 


.  + 


e 


J  +  J  +  J  =  J- 


^T3|  J 

etc.,  etc. 

f 


Twice  the  length  of    I .   is     I 


The  ol .    can  therefore  be  expressed  by  three  movements  J    I  J  =  J  .    or   with    two 
movements  J  .    J  .  =     I . 


>-lr 


-H  4- 


jiii 


-e- 


« 5-H^-f 


I.    1 


The  note   o  •    formed  by   J  •     J  •     J  .    is  expressed  by  the  same  three  movements 


as 


in   f:- 


6.     -TT2-. 


"TH 


Vr* 


etc. 


I 
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3 

TRIPLET  JTj 

Neither  the  &  nor  the  J  should  be  dotted  unless  these  periods  are  regularly  and 
continuously  divided  into  three.  When  this  division  is  exceptional,  no  dot  is  put.  If  in  \  or  % 
a  beat  is  divided  as  an  exception  into  I  :  J  the  figure  3  is  placed  over  or  under  this  triplet. 
If  in  §  or  §  time  a  beat  is  divided  as  an  exception  into  two  quavers  J~^,  a  2  is  placed  over  or 
under  this  duplet : — 

«Tj  j  }  j"j  1  n  m  m  -•  j ) 


I 


s.  JT3 1|  JTJ-J^-JTlj- 


n~,i  1   hi   m  jt"i  i  j   i  j .     fn  n 

9-0-0— \—  0-0-0—0-0-0—0-0-0— {—0—0—0-- #-#-*L|l 


Difficult  exercises. — Three  J^  's  which  follow  one  another  without  a  break  form  a  little 
bar  of  I  time.     From  this  new  forms  of  syncopation  arise  J^l  J  and  J  |  Js 


1. 


SYNCOPATION  J^|  J    J  |  J^ 
The  arm-beat  coincides  with  the  knee-bend: — 

3.  -J  J^J^JLj^JL/i- 


■'-jy-£f 


Combinations,  with  different  phrasings: — 

> . |-  J-   J-   J-  I  JTJ-JTJ-J^-jj      5. 


6. 


.    II    J      J*  J      J* 


SIX  WAYS  OF  SKIPPING— (Sw  diagrams,  p.  36.) 


1. 
2. 
3- 
4- 

5- 

6. 


F  ree  leg : — Raise  the  thigh  horizontally. 
Stretch  out  the  leg  in  front. 
Cross  the  leg  in  front. 
Bend  the  knee  backward. 
Stretch  the  leg  behind. 
Cross  the  leg  behind. 


The  supporting  leg  makes  two  consecutive  springs. 

Whenever  a  rhythm  composed  of  a  long  note  followed  by  a  short  one  is  expressed  several 
times  in  succession  in  quick  time  |  J  js  J  J^  J  j*  \  or  \  J  JS  J  JV  I  it;  is  vve11  to 
use  the  skipping  step,  that  is  to  say,  to  interpret  it  by  two  springs  on  the  same  foot. 

Simple  groups  of  two  equal  notes  of  which  the  first  is  very  much  accentuated  can  also  be 
interpreted  by  the  skipping  step.     Example : —  _#L~2_J~"2  _,'_,'_ 


TO   BE    INTERPRETED    WITH   THE    SIX   WAYS    OF   SKIPPING. 


H 

R.      " 


L. 


-• — 0- 
L.    R. 


-0 — 0- 

R.    L. 


R. 


R. 


-0 — #- 
L.    R. 


-F- 


R.    L. 


R. 


HI 
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ist  way. 


2.     -i 


31fkJ-J-|J  JM.J-.Uty 


5th  way. 


2nd  way, 
111      f 


ist  way. 


M_£J_Js|_J_JsJ_£J_jN 


4th  way.  ist  way.  5th  way.  3rd  way. 

I       M      Ml.      I      M      N  J .     m    m  I    I      N  J .      Hi    I.      I      M 

-m — 0— 0 — *-]-• m—0—0 — 0  J  0       0  0-0-0-0-0-4-0 — 0—  0 0—0  I  • 0 — •— • 

h 


2nd  way. 

I J  - I      M      Ml. 

v— 0 0 — 0—0 — -0 — — 0— 


A       A 

T 


J_J    J   _i_^ 


Accentuation  mark :  A 


b 


I        h 


N  1      h 


-h 


1    I     I 


A  A 


IKt 


A         A  A  A  A  A 

h  j )  >  I  j     hi)>ii)>j)Mr 


ist  way. 


4th  way. 


I   )        |N      I    )        IN  I        I I I 


etc. 


2nd  way. 


4 


3rd  way. 


5th  way. 


^ 


6th  way. 
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THREE  TIMES  AS  FAST  AND  THREE  TIMES  AS  SLOW. 

3  9  27 

8,         8,  8. 

(a)  If  we  take  a  bar  of  §    L-J-a. — J-i — J-^-J  three   times  as  slow  we   get   a  bar  of   27 
[— s»4 g>4 e>-4 j 

(b)  If  we  take  a  bar  of  287  three  times  as  fast  we  get  a  bar  of  |,  and  by  taking  this  three 
times  as  fast  we  get  a  bar  of  |    —  J—  J— #_ 

The  pupil  will  interpret  these  three  time-values  by  steps  and  gestures  of  varying  length 
and  amplitude  : — 


la.  Three  bars 
2a.  Three  bars     — * 


■' — *-- — »-- —     then  three  bars 
.       J .       I . 


-G-i «9-f ©-^ 


then  three  bars     \—' 


-J-J- 


ib.  and  2b.     Repeat  the  exercises  la  and  2a,  making  3  steps  for  each  beat 


73|J-^l-   J- ;-J-,-J.,-J--  ;  J-   J^-l*-] 


3.  Three  bars 


— |:  then  threes 


I         J  I       I  [ 

*-- — * •-'—  I ;  then  three  f— &  v 


-e>^ &-•- 


then  three 


|_J^ — J-'-JJ;  then  three  |_J_J— , 


See  page  12  :    The  five  lengths  of  step,   and   pages  8  and  10,  the  vertical  and  horizontal 
x~s  of  movement. 


w 


4.     More  difficult  exercise. — Syncopation.     The  arms  beat  3  : — 


-J- 


'-JLJ.JV 


•       —    • 


J^LJL 


-O-f S>  ^ 1— G>-7 0"i e-  f 


UNEQUAL   BARS. 

Changes  of  time  may  also  be  made  by  arranging  the  bars  in  a  manner  similar  to  the 
given  examples  : — 


\=\  %  and  3 


I    —  I       6  anH    9 
4  •  — J  •    8  anQ  8 


4 


I      I       I 


HI 

1 


3.  — ^~- 


J- 


H-J-H        4. 1- 


N=  N  J  and  I 


»wg  J1  J"3  J"3  |  JT3-J33-jj  w      If-, 

as  well  as  all  the  combinations  with  J  ^  or  ^  J  or  J  etc. 


-4 


HI 
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In  Example  5  note  that  for  the  first  time  we  find  beats  of  varying  lengths  (unequal  beats). 
Rhythms  with  unequal  bars  and  unequal  beats : — 

6.  1  j-j  1  n  n  1  j— j— j-|-i-  7.  m  \y  m\i-  j->  J-  |J^ 

BREATHING. 

Use  only  those  rhythms  which  can  be  conveniently  interpreted  by  breathing,  e.g.  : — 
,1111      1.  I      I.  II  o        I   I      I      I   I      I.  I      I    I 

<£■    > — ^ — ^  -e — i — e — ^ >  etc- 

See  Chapter  2,  page  27. 

INFLUENCE    OF    BREATHING    ON    MOVEMENTS. 

(a)  Take  a  deep  breath,  at  the  same  time  raising  the  arms  in  such  a  way  as  to  suggest 

that  they  have  been  forced  upward. 

(b)  Ditto,  but  the  breathing  now  coincides  with  the  raising  of  the  thigh  (or  the  head). 

(c)  Ditto,  with  trunk  bending  forward,  backward,  or  sideways. 

(d)  Ditto,  with  kneeling  or  rising. 

(e)  Ditto,  with  a  step  forward,  backward,  or  sideways,  etc. 

(/)  Combine  gestures  and  movements  evoked  by  the  act  of  breathing  with  gestures  and 
movements  of  other  parts  of  the  body,  e.g.,  shoulders,  arms,  trunk,  le^s,  head, 
hips,  hands,  etc. 

(g)  Make  any  gesture  (see  Vol.  II.,  page  59.  The  20  Gestures);  then  take  a  deep 
breath,  thereby  increasing  its  range. 

(h)  Take  a  deep  breath,  make  any  gesture  or  movement,  then  breathe  out  so  as  to 
produce  a  descrescendo  of  muscular  action. 

These  exercises  should  be  continued  in  each  of  the  lessons  of  the  succeeding  chapters. 

In  a  general   way   it   may   be   said   that   in   every   realisation   the  phrase  begins  with 
breathing-in  and  ends  with  breathing-out. 

EXERCISES    FOR    INDEPENDENCE    OF    MOVEMENT. 

1.  Same  direction  :     The  two  limbs         f  \\— 0 — #-- []  \ 

2.  Contrasting  force:        "6   *™      \.   &        (  [L_^_J_jj  \ 

I  he  other    piano     ii  "  "  1 


.1 
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3.     Movements  varying  in  extent  : — 


The  two  limbs       I     j^  |{— J — J — J—     or    |[   J      J~2       or    |-J^-J_J^j 

(One  gesture  larger  than  the  other.) 

4.     Movements  varying  in  length  of  time. — Repeat  Exercises   1,  2,  and  3 :  one  limb  two  or 
three  times  as  fast  as  the  other  (one  limb  completing  the  gesture  in  three  beats,  the  other  in  one  beat). 

The  figures  1,  2,  and  3  shown  on  the  lines  of  No.  3  apply  to  the  notes,  not  to  the  beats. 

Contrary  Movements : — 

the  other         ^£  and  vi( 


5.     One  limb  f 


6.     One  limb 


7.     One  limb  J    |" 


the  other 


the  other 


\ 


vice-versa. 


and  vice-versa. 


and  vice-versa. 


8.     One  limb 


the  other 


ri 


or 


etc.,  and 


vice-versa. 


EXERCISES    FOR    CONTROL    AND    INHIBITION. 

1.  The  pupils  walk    [— J — J—     At  the  command  hopp,  given  by  one  of  them,  they  walk 
twice  as  fast  or  twice  as  slow. 

2.  The   pupils   walk    I — J- — J-i — J--1— |    The  same  as  No.  1,  but  three  times  as  fast 
or  as  slow. 

Repeat  with  combinations  of  different  notes,    such    as     ^— * — J— J-|     or    \  *    *— *— 
or    [-J^J— 1\    or    [-J-— /T3-J---]    etc.,  etc. 

3.  The  pupils  walk  \-J — J-    and  at  the  hopp  they  add  an  unaccented  step  (weak  beat) 
to  these  two  crotchets,  indicating  this  last  beat  by  a  turn  of  the  wrist. 
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(a)     They  then  return  to  \ 


(b)     They  continue  in  4 


V 


\         and  at  the  next  hopp  omit  the  gesture  and 


the  step  of  the   third  beat  and  begin   walking  in  \  again. 


-J— J- 


Example 

4.     The    pupils    walk 
walk     — »— J 


I        I        I 


//o//. 


J    J     I 


hopp. 

At    Ao/>/>    they    beat 


J- 


-J--        and 


etc.  , 


5.     The  pupils  make  the  following  movements  with  both  arms  : — 


and  at  hopp 


1. 


r.     1. 


1.     r. 


Exercises  in  Hearing. — 1.  The  teacher  plays  a  theme  three  times.    At  the  fourth  repetition 
the  pupils  realise  it,  either  by  clapping  or  by  stepping : — 

Example :    _/T3-j-J-^—  JT^-JT^-J-J---— -U- 

2.     The   teacher   writes   a   theme    on    the   board,   e.g.      — © » »—*'—•— J—*1  -» — 

and  plays  it  three  times  with  certain  nuances,  e.g. : — 

/    = ~ 


First  time/ 
Second  „    PP 


P 


etc.,  etc.; 


-o- 


i     ' 


or  with  accents  on  certain  notes,  e.g., 

the  pupils  realise  the  theme,  showing  the  nuances. 

3.     The  teacher  plays  in   J*  's.     The  pupils  reply  in  J 's  or  in  J.'s. 


—J     At  the  fourth  repetition 


Example :     Teacher 
Pupils 


m/7 


etc. 


4.     The  teacher  plays  4  bars  of  ^J  's.     The  pupils  interpret  the  third  and  fourth  bars,  the 
tempo  being  first  time  Modcrato,  the  second  time  Allegro,  the  third  time  Lento,  etc.,  ad  libitum. 


Example :     Teacher 
Pupils 


e- 


J- 


-s>- 

J. 


-J- 


Then  the  pupils  divide  the  third  and  fourth  bar  into  p- * — •— |— •      •    j 
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Example 


— u 

J 

-G>- 


-O- 


When  the  teacher  plays  Allegro  or  Presto  the  pupil  must  at  once  bring  the  weight  of  the 
body  forward,  and  when  the  teacher  plays  Lento  the  pupils  must  transfer  the  weight  of  the  body 
backward. 

5.     The  same  exercise  with  cJ  «'s : — 


Teacher 
Pupils 


-Q-- 


-G>-± 


-S>- 


J     J     J. 


J J !_ 


6.     The  teacher  plays  four  J^'s  in  varying  tempi.     The  pupils  at  once  realise  them : — 


t 

I 


Teacher 
Pupils 


Allegro. 

Lento. 

1 — 1    rn 
— * — 0 — 0 — •— 

1 — 1    1 — 1 

Modcvalo. 

1 1        I"" 1 

—0 — 0  —  0 — 0— 

n  1 — 1 

JT)  n 

etc.,  etc. 


The  pupils  write  on  the  blackboard  or  in  their  note-books  the  rhythms  studied  during 
the  lesson. 


FREE     EXERCISES 

Syncopation  in  3  time : — 

I     J      [     I  J        I I    M      I 

P 0—0 \-0 — <s> \-0-0 — 0 — • 

M      I      N    M      Mil    I       I      I 


x   jJ^U 


M    r- 1 — ;  1  i     i 

0 «5»- 


-)jxj-j^n_jj 


Y  >l    J    £> 

Z 


h 


-h 


J. 


M     M~i 


• &- 


-• •- 


J-J-^L 


&~ 


£J- 


m    ^ 


• — &- 


/J  AH  || 


The  pupils  form  three  parallel  lines  :- 

X  < 


Y  <■ 


Z  <■ 


and  realise  in  this  position  bars  I,  3,  and  6,  whilst  for  bars  4,  5,  and  7  they  are  grouped  as  follows : — 


X  <- 


Y  <- 


Z  < 

X,  Y,  and  Z  take  hands,  and  the  syncopations  must  be  stepped  so  as  to  make  it  appear  that  the 
pupil  in  the  rear  is  drawn  forward  by  the  other  two  (or  that  the  two  pupils  in  the  rear  are 
drawn  forward  by  the  pupil  in  the  middle). 
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Thus  th  in  the  rear  make  syncopation  by  retardation  (weight  of  the  body  thrown 

backward),  the  j  alking   in    front  make   syncopation  by  anticipation   (weight  of  body 

forward). 

IMPROVISATION. 

The  teacher  asks  i  o  impr 

i.     Two  ban  v-                a  syncopated  note. 

2.  Three  bar:.  oar  of  | 

3.  Four  bars  1  two  caesuras. 

4.  Two  br  .epeated  immediately,  twice  as  fast  or  twice  as  slow. 


EXERCISES  IN  CONDUCTING. 

.\  pupil  beats  time,  introducing  unequal  bars. 
..     A  pupil  beats  time,  introducing  rests. 

3.     A  pupil  beats  bars,  sometimes  fo:  te  sometimes  piano,  and  the  other  pupils 
follow  the  beating. 

See:  1st  Marches  Rythmiques  Nos.  3 — 7,  Edition  Jobin  &  Co.,  No.  780. 
2nd  Esquisses  Rythmiques  pony  piano,  Edition  Jobin  &  Co.,  No.  1528. 


) 


I 


\ 


43  — 


CHAPTER     III. 


QUADRUPLE   TIME. 


EXERCISES    IN    WALKING    WITHOUT    BEATING    TIME. 


The  four  beats 


A 
1 

1 

r. 
1. 

1. 
r. 

-* — 

I. 


Three  Anacrusic  forms  : — 


(a)  _J_|_j_J__J_       (b)   -J      J    I    j      J  (c) 


JL 


EXERCISES    IN    WALKING    WHILE    BEATING    TIME. 


3  <r 


->  3 


M     4 


J 


4     4 


I   1 


PREPARATORY    EXERCISE. 

From  i  to  2.     The  arms  are  crossed  lightly  over  the  chest. 

„      2  to  3.     The  arms  are  extended  sideways  in  a  horizontal  direction. 

„      3  to  4.     The  arms  are  lightly  raised. 

,,      4  to  1.     The  arms  are  lowered  strongly  with  accentuation  at  the  point  I. 
See  page  7.     Lines  of  Movement. 


Beat  2. 


Beat  3. 


cu* 


Step  the  crusic  and  anacrusic  bars  written  above,  beating  time. 


—  44 


PHRASES     AND     RESTS. 


PHRASING     WITH     THE     ARMS. 


! 


i.     Right  arm  J 

Left  arm  — f- — 

2.     Right  arm  J J 

Left  arm  - 


•P- 


P— 


The  Rest  --- 


J- 


■f 


-P — r- 


-P- 
J- 


Realisation  of  Rests.  —  The  arms  retain  the  position  they  were  in  during  the  realisation  of 
the  last  note  before  the  rest,  then  after  the  rest  they  take  up  the  preparatory  position  for  the] 
note  which  follows. 


4-     - 


n 


PHRASING     WITH     THE     FEET. 

i     ni     i  I    i        a      mi     n  n  n  I  »> 


-o- 


I 


I  1)1 

-G> 0 »- 


-©- 


(Eventually  the  arms  can  phrase  alternately  with  the  feet.) 


I 


J.     The  ccesura,  or  rather  the  period  of  rest  which  separates  two  phrases  or  one  phrase 
and  its  repetition,  can  be  made  in  various  ways  : — 
(a)     By  a  rest. 
{b)     By  a  change  of  time. 

(c)  By  a  new  rhythm. 

(d)  By  doubling  or  halving  the  speed. 

Thus  the  period  of  rest  may  consist  simply  in  a  contrast  with  the  time  of  activity. 


3  +  1=4  bars, 
(a)     [}- 


J- 


J        I        I 


-F- 


(b)  |)~J— J— J- 

(c)     ||_J     j     j 


HI 


H- 


J    J    J-UL-J. 


-© o- 
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ANALYSIS  OF  NOTE  VALUES. 

The  Semibreve.     e> 

Realisation:     From  4  to  1.  The  step. 

,,     1  to  2.  The  free  leg  is  lightly  crossed  over  the  supporting  leg. 

,,     2  to  3.  The  free  leg  is  stretched  out  sideways. 

„     3  to  4.  The  free  leg  rejoins  the  supporting  leg. 


\ 


1       I 

— <s>- 


Beat  1. 


-g>- 


Beat  2. 


4 


-s>- 


S> 9 


The  »  uaver  rest  1 

4.  — ^-m  \-B-m-  9-m-\- 


© G> — \— & 


-o m- 


r—^i- 


5.  — g> — Y— © j— m — p —  etc. 


DIVISION    OF   THE    SEMIBREVE    INTO    FOUR   OR   THREE    NOTES 

OF    EQUAL    LENGTH. 


H~H  1  fl-fi  FTH  I    m 


JT3J- 


i'ii    11 


rTfl  m  n 


-&- 


.    PT 


1 


n  rr 


■II- 


i   n    1   11 


)  r* 


1  1  <  1  1 


111    1 


tJJZ 


II 


Semiquaver  rest  3 

8  II  TT'j   H 


II- 


rr  "  ^  " 


n  nn   i    n  m  i  n  m  ffi~  n"3 


*r 


r*  1  i 


See  page  17  :  Grouping  of  notes. 

When  each  beat  of  the  bar  in  4  time  is  divided  into  three  (in  this  case  each  crotchet  is 
dotted)  we  get  one  crusic  form  and  two  anacrusic  forms : — 

(a)  -J^UTl  JT2-JT2-J3-      to)  -SUSTl-STl-STi-^. 


(c) 


1    r 


i  1   1    \ 


(b)  ^a^ca-i 

-3  m-j^n 
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i.  m  i  j^J-^u 


— o- 


_j^a 


j.   j 


-e»- 


-&>- 


4.    W.  =  ©  .     Realisation  as  o  in  4. 

TAg  dotted  Scmibreve  o  • 

See  Vol.  II.,  page  1.     Sextuple  time. 

4  taken  twice  as  slow =2 
4  taken  twice  as  fast  =  q 


2  taken  twice  as  slow  =  f 

8  taken  twice  as  fast  =^    Jj  Jj 


I         I         I         I 
-e» e g> g- 


I 


Two  bars    l_J J J J_J  then  two 

then  two    1^ — G — & — &A 

2.     Four  bars      _J J J J_         then  four     \J~~J_J^J_\        then  four     l_J""2_J""J_l 

1   1  j  j 


3.     One  bar        I I 


then  one 


1    1    1    1    1    1    1 


SS-I    etc. 


More  difficult  exercises. — One  arm  beats  4.     The  other  arm  beats  2  in  the  same  length/)  j 


of  time,  i.e.,  one  arm 


V 


3-* 

A     the  other  arm 


The  same  exercise,  with  syncopation. 


ft 


;  =  J     1,  1,  andf 
,     H_J_J_)-J_. 

3'         9 

J..J.     |,I,  and  ^ 

5.  -.a--|| 


UNEQUAL  BARS. 

New    Possibilities. 

I      I      I      I  I    I  )    I 


— m m—\—m • — •- 


Ul » J  I  J-iU-fl 


J- 


I      I       I      I 


-t 


lilt 


i     I     I     i     i 


j"j  j*jq  i- j"n  jn*  jn  i 


A^*    land1! 


12 


In  4,  4,  4,  each  beat  consists  of  four  semiquavers.     In   \q  on  the  contrary  it  consists 


of  three  ^jj'j)  only  (see  ^ 


)• 


—  47 


In  t:  3x4=12  #*  In  J| :  4x3  =  12^ 

Notation  :  6.  (a)    ||  J3^_/75-J771j|  (|  J 

to  be  realised  alternately. 


•   J  j    1 


mm 


n  n   3    j  12 

«  =  *       §  and  ^ 


The  same  exercise  in  2  and  3  : — 


6.  (b)    ||_JLJ_J_J_J^ 


rn    rr 


3_|)       [jJ^^-JT3_JT3  m 


/TERNATING     BARS    OF    THE    SAME    LENGTH    BUT    UNEQUALLY 


*  If- 


e» s> &- 


DIVIDED. 


8. 


-© — r — e 


-HI 


Repeat  Exercises  7  and  8,  stepping  the  ©J  without  bending. 

9.  iU 44J-.N  .N   JJ-J41    10.  iu. — eL|_J_JiJ_.M_.M 


11.     Step  syncopated  quavers,  beating  first  in  3,  then  in  4. 


SKIPPING    WITH     DIVISION     OF    THE    J    INTO     FOUR    J* 

spring,    spring,   etc. 


j    1    1    11  m   rn   m   mi  fr^  Fft  J73  J [7]  i  H  H  H  H 
l    -J— *   J   *HJ'^^Mf -^ mmm.* -r—# i-— tkippfng* *" " 


See  page  35  :  Skipping. 
4  .  4  Compared  with  4      0 


f=n^  11  n  r 


1  1    111 


1    1      11 


H 


R~R  1  r  1  rr? 


H 


First  time 
Second  time 


sJL&nsn 


-&- 


0 — ©>- 


JT3 


1 1     r— — -1 


The  rhythm    J*  J      ,1s  J     can  also  be  realised  with  the  skipping  step. 
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SKIPPING  WITH  ALTERNATE  DIVISION  OF  THE   J   INTO  3  AND  4. 


I 


»  »  »  »  II  #--  0  0  '  0  0    -0-m-m  0  0  1—0—0.0     00 — »-#-»-#-#H — s>— 


T\ 


1     h 


r*  m 


^L^ 


N    I        hi        h 


— €J 


1    r     Ff"r^ 


4-_- 


X    The  dot  on  or  under  the  note  J    means  staccato. 

I       M.    .N 


II 


i     1     1     1     I 


-0- 


h    I         N 


■     3  ■ 


h    I         h 


Sc£  page  17  :  Groupings  of  notes 


THE   SPRING,   STACCATO. 

The  sign  of  staccato  (a  dot  above  or  a  dot  below  the  note)  means  spring 

EXERCISES    WITH    SPRINGING. 


II 


spring.  spring.        spring.  etc. 


' 


I.    — & > m — 


-m s>- 


-JS-J- 


I  I  I 

» » m- 


spnng. 
1       I     J       i  I  h 


spring,     spring.       spring. 

J        N    I        N    I        N 


o- 


rl 


spring. 


tr-!T-»--o- 


etc. 


These  springs  can  be  made  straight  up,  forward,   backward,   or  to   one  side,  with  or 
without  movement  of  the  arms. 

In  each  of  the  following  lessons  the  teacher  should  vary  some  of  the  exercises,  so  as  to 
introduce  springing, 


k 
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DIFFERENT    WAYS    OF  SPRINGING. 


./^-> 


DIFFERENT   WAYS    OF    GROUPING    8    QUAVERS 

IN    A    BAR   OF   % 

Unequal  beats  3  +  3  +  2  =  8    J** 

1. m  -Jfjn  m  n\rn  S7i--h\ni  m  A|.j-  h\ 


The  third  beat  of  each  bar  is  shorter  than  the  first  or  second. 
3  +  2  +  3  =  8  J* 


n  m 


J-    J    J- 


JL 


2.   ||  Jjj  , 

cJ  :       J  *    J    with  a  bend  on  the  second  beat,  o  is  divided  into  three. 
2  +  3  +  3^8  .Is 

3.    JTJ  JT3  }|  J3  J*   J- 1  J? J7j-J-^|-J-JJ3-JJIH 

E 


etc. 
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BREATHING. 

Of  the  rhythms  given   in   this  chapter,  use   only  those  which    are   easily  adapted  to 
breathing : —  ; 

Example:      \-  J>  -J-j-  J-  J-|~J._1-L  J-  J  J 

— f 6 ( < > > 3 ) — 

— e 1 ( t- -*^r-) ■) ^ 


I 


I 


'-J* 


INDEPENDENCE    OF    MOVEMENT. 
One  arm  beats  g,  the  other  |  in  the  same  length  of  time  :— 
Right  arm 


Left  arm 


I        I        I 


two  against  three. 


The  teacher  can  play  quavers. 


MORE    DIFFICULT    EXERCISES. 


2.     |  and  l£  in  the  same  length  of  time:— 


i 


Right  arm 
Left  arm 


I  I 


JVLitL^-J 


three  against  four. 


3.     Three  bars  ?,  two  bars  |  in  the  same  length  of  time  : — 


Right  arm 
Left  arm 


JL 


1 


l     J 


4.     Four  bars  of  |,  three  bars  of  ^  in  the  same  length  of  time :- 


; 


j. -j 


Right  arm 
Left  arm 


J.      I.     J 


'-±  J-|  J-  j->4j-,j;  J4 

>  J-  J-  J;|  J-  J-  J-  J-j  J;  ,J-  .U-U 


CONTROL    AND    INHIBITION. 

1.     Changes  of  bar  by  prolonging  the  length  of  the  anacrusis 

I 


J    1    J      J 


-0 — -&- 


hopp. 


I 


gU- 

hopp. 


-J+ 


I        J     I       I 


J-H- 


2.     By  shortening  the  anacrusis  : —    —J J — [— J — J — J- 


i    I      I 


hopp. 


etc. 
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3.     By  taking  twice  or  three  times  as  fast  or  slow  :- 


(a) 


(b)  --J- 


l|    J'    J- 

' i     J)     J 

m — m — 0 &- 


rr 

-m-m 

hop  p. 


G>i •--- 


J1  J>  /IJ-TJI 

hop  p.        I 


I) 


-J- 


-o- 


4.     By  omission  of  a  beat : — 
J— J-j-i *-£ 


o- 


Ao/>/>. 


-o 


/»o/>/>. 


-    etc. 


.    At  Jiopp,  he  kneels  and  counts  (i.e.,  realises  in 


5.     The  pupil  walks  I— 0 • — 0 — * 

thought)  two  or  four  bars,  then  gets  up  and  continues  walking. 

N.B. — If  the  hopp  is  given  on  the  third  beat,   the  bars  will  be  counted      —  0— |— * — J — »- 
If  the  hopp  is  given  on  the  second  beat,  the  bars  will  be  counted 


I        I 


!       I 


If  the  hopp  is  given  on  the  first  beat,  the  bars  will  be  counted 


_j_j_j_i_ 


Count  two  bars. 


Example :  — 1 


I     J 


J- 


J    J     „ 
hopp! 


I       I      J 


At  hopp  he  stands  still, 


6.  The  pupil  walks  U#  J  J  J—0—J- 
raises  himself  on  the  toes  of  one  foot,  lifts  the  knee  of  the  other  leg, 
and  twists  the  trunk  in  the  direction  opposite  to  that  of  the  supporting 
leg.  The  leg  and  arms  follow  the  movement  of  the  trunk.  He 
remains  two  bars  in  this  position. 


The  pupil  walks     —J — J — J — J— |.     At  hopp,  a  spring  forward,  backward  or  sideways. 

EXERCISES    IN    HEARING. 

1.     The  teacher  plays  one  bar  which  the  pupils  immediately  realise.     While  they  realise 
it,  the  teacher  plays  another  bar,  etc. ;  this  makes  a  two-part  canon  between  pianoforte  and  pupil. 

Second  voice  =  the  pupil. 


First  voice  =  the  teacher. 


Teacher 
Pupil 


I      I      I    J 


J-- 


J-J. 


njijin 


-G>- 


-G>- 


-&- 


n  h  Tun 

-0-0-0-0-0-0-0-0- 


— e> — 
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2.     The  pupil  walks    |_J_J_J-J-|     When  the  teacher  plays    -T2-    «  one  of 
the  beats,  the  pupil  steps  _J3_  on  the  next  beat.     The  same  with    J_    J~%  JTTi     etC- 
N.B.-The  pupils  write  down  the  rhythms  studied  during  the  lesson. 

ANALYSIS  OF  NOTE  VALUES. 

The  teacher  plays  four  o  's.  When  he  reaches  the  third  the  pupils  realise  it  with  him,also 
the  fourth;  or  in  the  same  way  they  step  two  bars  Ns,  jfr8  or  ^  rhythm  glV6n 
beforehand. 


/ 


i.     Teacher 
Pupils 

2.  Teacher 
Pupils 

3.  Teacher 
Pupils 

4.  Teacher 
Pupils 

5.  Teacher 
Pupils 

6.  Teacher 
Pupils 


-G>- 


-&- 


-O 


— &-'— 


— <s>- 


-©- 


-G>- 


-S1 


.n  n  n  -a 


—o- 


£3_n-&-nA 


-es>- 


-&- 


-e>^ 


I     1      l   j   J 


JTj. 


— o- 


— <«5>- 


j     ^"73  J 

-el 00000 — 


-<s>- 


-©- 


Is  I 


—&- 


f 


-&- 


Tj    m  j  J  j 

-000  0-0 


JTZ^JTi-fn-fTl 


IMPROVISATION 

Several  pupils  are  chosen  to  improvise  one  bar  each  in  immediate   succession.     The 
class  then  realises  the  whole  phrase. 

The  teacher  asks,  for  example,  for : — 

1.  Three  bars  of  %  without  an  anacrusis. 

2.  Four  bars  of  182   beginning  with  an  anacrusis  on  4. 

3.  A  thetic  bar  of 


4 
4 


-&- 


The  same,  twice  as  slow 


4 
2 


-& &- 


„         in  the  original  tempo  =  \    L— o 0 • — | 

„         twice  as  fast 


4 
-8 


1      1 

-0—0- 


\ 
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4-  A  thetic  bar  of  § 

8 

The  same,  three  times  as  fast       =  g 

8 

,,         in  the  original  tempo    =  | 
„         three  times  as  slow    =  27 

O 


9 — 0-0-0-0) — 


-&--- 


EXERCISES    IN    CONDUCTING    PHRASES. 

A  pupil  stands  facing  the  class.     While  conducting  he  signs  first  to  one  pupil  then  to 
V    another  to  come  out  of  line  and  walk  round  the  hall :— 


i.-L 


) 


2.  with  r 


A  pupil. 

as  anacrusis 


J        I  ) 


I        I 


Another. 


All. 


A  pupil. 


Another. 


All. 


msn 


etc. 


FREE    EXERCISES. 

TABLE    OF   THE    VARIOUS    TIME-VALUES. 


B-r^- 

C-f- 
E-f- 


-P- 


-s>- 


-o- 


-f3- 


S- 


-<S>- 


-o- 


-& — 


-o- 


J- 


-«s>— 


I  I 


G> <S>- 


-0 

I  I 

-G 0- 

I  I 

I  I 

J-J- 


-0- 
I 


-s>- 


-<9- 


0 —  s»- 


I    I    I 


-&- 


I     I 


i    I    i    I    I 

j  j"  h  r 


A 
B 
C 
D 

E 


— gj . 

J         J 

J                 J 

J            J 

J     J     J     J 

i          i          i          i 

i       i       i       i 

•^T1    '""'    '"""■    '""D 

r-— i     i~~i     r~n     i~~ "i 

r^     i — i     i — i     — i 

j~n  j~-i    i~n    f™i 

fgssss    c=a    pjq    "*H— 
i  i   i  j    i  i  j          iii    l  •  J  j 

—0-0  0-0-0-0  0-0-0-0  0-0-0-0-0-0- 

n  n  n  n  n  jn  n  n 

-&- 


-<s>- 


-J- 


I 


!      I      I 


^  i       r^ 


m      r*  i 


^    F55*5 


rjj/3. 


iii       i    i    i    i    ii 


I  I 
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CJ 


— G>- 


-G>- 


I  I 


-&- 


-G> 


I 


J3- 


1  I 


I       I       I  I       I  J 

<-m—m—m 0-m-0-m-0-0—m-m-m-»-m- 


H 


-F- 


f8- 


J- 
1 

1 

1 
I         1 

1 

— &~ 

I 

1             1 

1             ! 

i 

I        I 

(          I 

-p-li 

1          1          !          1 

1       1       i 

i 

i 

h*        h* 

m 

h*      —  • 

I— i   n   rn   rn 

1          I 

i 

1 

r* 

— 

™ 

"" 

_J — P — P — p_. 

M 

g 

h-         ■■■  ■ 

r 

1 



" 

The  pupils  form   five  concentric    circles,    A,  B,  C,  D,  E,    each  facing  in  an  opposite 
direction.     They  all  kneel  on  one  knee  with  bowed  heads.     They  begin  beating  time  on  the 


fourth  beat,  — f*- 

-J — f— p — p. 


-F- 


,  and  rise  on  the  fourth  beat  of  the  following  bar.     At  the  end 
they  kneel  on  the  first  beat,  then  on  the  first  beat  of  the  next  bar 


they  stop  beating  time  and  bow  their  heads. 


See  :  i.     Marches  rythmiques,  Nos.  8  to  16  (Edition  :  Jobin  &  Cie.,  No.  780). 
2.     Esquisses  rythmiques  (Edition  :  Jobin  &  Cie.,  No.  1528). 
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CHAPTER  IV. 
QUINTUPLE   TIME. 

EXERCISES  IN  MARCHING  WHILE  BEATING  TIME. 

Preparatory  Exercise. 

Cross  the  arms  over  the  chest. 

Stretch  them  out  horizontally  in  front. 

Stretch  them  sideways. 

Raise  them  vertically. 

Lower  them  energetically  with  accentuation  on  the  beat  I. 


on 

1    I   to  2. 

»> 

2   to  3. 

>> 

3  to  4. 

>» 

4  to  5. 

>> 

5  to  1. 

\\ 


# 


<\\ 


I 

Beat  1. 


) 


-r 
\ 


Beat  2. 


Beat  3. 


rn.-t  5, 


I. 


,(«)  -. 


and  4  anacrusic  forms. 


0 m- 


,  |J~._, 


J_0-  (6)  -J — L)_J — J 1_  (c)_ 

'  J  J  J  m—J  0  0  11  and  g  anacrusic  forms 


-f  J_J-  (rf)  _J_J_J_JL|J_ 


— * —  etc. 


u  F=Pf=l  m  R=^   Pt5^   Frf^  I     .  .  , 

H-*  0  d  0  d  d  d  d  -d  d  m-d—d-d-d  d   d  d  d  d  \  and  19  anacrusic  forms. 


:im 


1  1  1 


-0-0-0-0- 


»—  etc. 


15 
8 
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.    ii  n~i  jt"i 

4.      w-m-m-m—m-m-o- 


1      1     1     1 


»-4]  and  fourteen  anacrusic  forms, 

_J^T3-/J3-^3-/T3-Jv-  etc. 


t 


PHRASES    AND    RESTS. 


PHRASING  WITH  THE  ARMS. 


1.     Left       _J J_ 

Right    _p — p_ 


J- 


-P- 


-p — p — p — p- 
1     1     j     J 


-p- 


-r — P- 
J-J- 


-P- 


etc. 


-O G> 


J3-J3. 


PHRASING    WITH  THE   FEET. 


-si- 


'S* — 


-J-J- 


-P— *r-* 


r*  r 


-» — s>- 


J^LJ^a      f) 


5^  page  16  :   Ways  of  Phrasing. 

MORE   DIFFICULT   FORM. 

4.     Secondary  accentuation  of  the  J  in  4.     One  arm  beats  two  unequal  beats,  the  other 
beats  five  equal  beats  in  the  same  length  of  time. 


(a)     One  Arm 
The  other 


-Gtr~ 


I 


-G>- 


(b)     One  Arm 
The  other 


-Gh± 


The  feet  step  the  given  rhythm. 


5.     Periods  of  two  themes,  A  and  B,  freely  interchanging  and  finishing  with  a  rest,  or 
with  some  bar  forming  a  contrast  and  so  giving  an  impression  of  a  rest  (see  page  44),  e.g. : — 


Theme  A 


H 


Theme  B 


I 


j     J    j 


V-V 


Final  bar  of  rest 


o 


Four 
bars 


1     n    i     1     iii     n  J     I 


Other  examples : — 

(a)  A 

(b)  A 


B 
B 


B 

B 

A 


-T2. 


I    rest. 


! 


rest. 


7/ 


J 
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Five   bars  (a) 
(6) 

to 
W 

(/) 


A 

A 
A 
A 
A 
A 
A 


A 
A 
B 
B 
B 
A 
B 


A 
B 
A 
B 
B 
B 
A 


In  realising  these  periods  the  pupils  may  change  their  direction  after  the  bar 
Other  rhythms : — 
A 


B 

rest 

B 

>> 

B 

>> 

B 

>> 

A 

») 

A 

)> 

A 

1        » 

the  bar  of  rest. 

I 


B  |- 
Rest  |-eU 


XI 


-m — *- 


^H 


A 


i   j 

-0—0- 
3      ^ 


-* — G- 


Rest  L 


■*Ue- 


A  (_J,— J^? 


B  \ 
Rest 


-J~3— J-J-p- 


' 


upil 


4       v 
Realist 


I 


-<^- 


-€?- 


ANALYSIS  OF  NOTE  VALUES. 

Five  times  and  one-fifth  values. 
The  note  of  5  beats  :— 

fttion.—S  to  i.  The  step. 

i  to  2.  Cross  the  free  leg  over  the  supporting  leg. 

r       2  to  3.  Stretch  the  free  leg  out  in  front  bending  the  supporting  leg. 

3  to  4.  Extend  the  free  leg  to  one  side. 

.  to  5.  Bring  the  free  leg  barV  t-c  supporting  leg. 


•^t 


ES 


Oi 


Beat  1. 


Beat  2 


Beat  3. 


Beat  4. 


Beat  5. 
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16  . 

8     ~  O 


-«» d—  —J ©- 


HI  3.  h--^4 


-o s» 


Same  realisation  as  o  * 

DIVISION     OF     BARS     ,N     2     AND     4     TIME     ,NTO  ^  j 

OF     QUAVERS. 


J^nrii — lljs  -m  -m 


•»-   —  G>- 


HI 

Hi 


5+4  =  9  Js 


The  total  number  of  quavers  is  nine  =  f 

JfJ  j  j  j  j  I    J  i  fJTji   mn  i  j        i    ,    ,        ,  ,  ,  . 


4+5  =  9  J^ 


2  +  2  +  2  +  3=9   / 


3-  yi^n^±-±-^m+JZszmnrn  ..   _r-r=, ,    , 

In  3  time.  In  4  f    £_  IP1 


533*93 


i 


other 


ui)     One  Arm    i      I .  -r     ^^      _TTT^ 

ThP ...  I_^7  r=  ?  i  [HE  BAR  IN  2  t«e- 


10 
8 


••  fo 


rmf 


NEW     FORM 

i.     I  J  J  J  J  J  J  J  J  J  J   1    and  9  anacrusic  __^a. 

||_J_j_^:_J_J_£  "     '        ~"     ' 


I 


4-      —  m — — s»+ s> 0- 


3.     (l-J-^-C- 

I.           I 
e>+ s 


UJ33- 


:=5^ 


The  J  :  and  J  are  not  to  be  subdivided. 

GROUPINGS    OF    TEN    QUAVERS    IN    BARS    OF    3    AND    4    TIME. 

Groups  of  quavers  forming  unequal  beats : — 


2  +  2  +  3  +  3  =  10^ 

i.  |[V3  n  JT2  JT).\,JT2  n 


A 

j 


i    A     A    A     ,„  A        A 


I  +  3  +  2  =  10    Is 
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)  *nf 


J     i  j 


Tn-^JTJ-U-j-ijjj^injj 


'-Lu^i-^njrrnp  -.inm^ 


.m. 


cres. 


-&-  . 0 0— — —  <S>  - 


-JsJ_.QT;«^J^J_.n_rnjr3j^L_M_)_j-3^^ 


-W  etc. 


*£  making  3  time. 


NEW  FORM  OF  THE  BAR  IN  3  TIME. 


1.  -LV-J  J  J  ||  J^U 


-» — • 


-J-J-.L 


j    1 


■}[-i^jr3   J7TO^hJ3-3-||  etc. 


J  +  J+J  +  J  +  J    I    o;in  comparison  with  d  ;    |     c)  ;    \     o  • 

The  o  ;  can  be  beaten  in  2  time   Id;         d  • 

step  bend. 


J  •    I    J  •    I    J  .    I    J  •    I    o  •  •  •    compare  with  d  :     |    d .     |    J.     |     0  . . 


The 


can 


be  beaten  in  3  time    d  •         d  •         d 


step  cross         return  to 

1st  position. 


These  two  last  forms  will  be  used  by  the  teacher  in  writing  down  new  rhythms  for  the 
"!       upils  to  interpret : — 

I  n„     , 

-0-     d-~. —    OY   -»-0~ \ — s> 0-0-.— 0 


.    I  J    I    i   i  I 
.  •  \i  0  0  S  0  I  t 


■ 


-&- 


hk 


or   -•— « 


.CLULJL 


or 


»-  etc. 


I  .     I      I     i     i     i     i 
-&-. — .  -•-  0-0-0-0 


DIVISION    OF    EQUAL    NOTES    INTO    2,    3,    4,    5,    SHORTER    NOTES    OF 

EQUAL    VALUE. 


1. 


-0 — 0- 


2.  —  0— 


H_  ri  1  J7i  1  )  m  m  i   i     ,-rm j     r 

W—0 0—0-\—0 0-0 0-0— 0-0-0-0-+— 0 0-0-0-0-0-0 0- 

v  3  ^       ^3_^  ^      5     ^ 


1   1   1 


-0 — 0- 


4        4  .     4  .   .  4 


-0-0-0- 


\  n  m  n  h     1     m     m.     rmn  1     : 

1  y       *«;  y  1  — *_* — *~* — trr8'7 

H.  n  1  1 .  ill!  ! 
:   0%d      0  .  d  4  0-0-m- 


J.    J. 


II 


3.  -07JTjp-,-JX 


'-LU- 


Ft^ 


-o--. — •- 


H 


4.  |--# — #-#-*-j — 0 — 0-0-0 — 0 — 0-0-0-0-0-\—0 — 0-0 0-0-0A-0— 0— 0 — 0     0—0—0—0 — h 


J   J   J  is  longer  than  J  J  j 


i 
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—0  -0-0-0  —0  md  d- 


^=5 


SYNCOPATIONS. 

m  r 


j  j  j  j 


"Bend. 


-0-0- 


x'      — • — 00  V- 


-J-J-J- 


) 


Ft 


3.      Ht"3j  i.    fl-ffl   nn   *) 

-J*      — 0—0-0  m  \— 0^—0-0-0— 0-0— 0 — 0—0 


<-0  0  \-0  0  0  0-0 — -0—0—0 — 0 — 


5-    -J 


*5 


J-r      JTil 

—f3-  .- 0-0 — 0 — 


Rapid  syncopations  can  be  interpreted  by  springing. 

UNEQUAL  BARS. 


2   3 
4  4 


& 


1. 


I  15    3^2 

r   =   0    4    4    &    4 


6    9    12     o„    15 


8    8     8 


& 


8 


«•  |^J_J_J_J_ 

3.     Repeat  each  bar  twice. 


11:11 
• — 0-~-0 — 0 — 

I     111     III 

*— H — H 


<S».     =    G».       8 


The  same  in  the  reverse  order. 


J.    IP   A   15 


& 


'■  II- 


1    1    1    1     1    1    1   j    1 


-J-J- 


-ime. 


-h  =  J- 


0   *•   ° 

8    &    8 


lh 


1   1 


it 


1  j  1  1   1  1  1  1 


j  1  j  j 


4 


i  &  2  n\ 


\ 


\    1  i 


h   n  H 


7- 


IJjjJj  J  J  J  J  J  J  J  J  J  J   11 

RHYTHMS    COMPOSED    OF    UNEQUAL    BARS. 

_*-: etc.,  etc. 


-J.i_J.L_. 


1    1    1    1 


G^v— S>  v 


PLASTIC   COUNTERPOINT. 

The  teacher  plays  a  rhythm  containing    d  .     d  •,     o,    o  :, 

The  pupils  step  only  the  beats  which  are  not  played,  z.£. : — 
The  second  beat  of  the  -,'. 
The  second  and  third  beats  of  the    -J 
The  second,  third  and  fourth  beats  of  the  0  etc. 


:   and  * 


e.g. : 
l  Treacher 


Pupils 


M- 


^-J-J- 


-F- 


g>± 


-J-J. 


-P- 
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2.  Teacher 
Pupils 


J J J- 

-F — J — F — J — p- 


— gh 


r    J    J    J    J 


Teacher 
)  Pupils 


J. 


-eU- 


J    r    J.   J 


J-J J-J- 


-p— •— F — P- 


-<s>- 


-p — p- 


I     I     I 

-0 — m — m- 


etc.,  etc. 


This  is  called  counterpoint  in  crotchets. 


The  following  is  counterpoint  in  quavers  : 


Teacher 
Pupils 

Teacher 
Pupils 


-o- 


Ji 


J^_J- 


-J-1-J--1— '- 


J-, 


r~  i — !   i — ! 

-0—0—0—0—0- 


-<SM- 


-1- 


J  i        I 


n- 


■f-rf- 


j-. 


i    i 


-i-Q-r 


i      > 

-0 0— 


W. 


l    .         Counterpoint  in  semiquavers : 
vri, 


c.  Teacher 
Pupils 


1       I 


•=i    J    J 


_n==^ 


v — -** 


i  ^,  i  i  i 


3— «u. 


-3— #— S— »— S—  *— #— •  -0—0—0—0- 


ra 


j  j  j  j  j 


-^ 


i    i   i 

r— # — m- 


I         1        I  IV 

—0—0 m~ 


J    JJ 


J.  Teacher 
Pupils 


-s»- 


J^J- 


i_(    J  I    J         J    J      I      I      I    J   ._<      I    ._.       I     _       I       I     ._- 

-a-*-^-»-»-#-»-^-#-#-*-^-a-»— s— *— a— »— •— sj- 


» 0-0 — 0-0-0  0—0 


F» 


-*H *-*p w-f 


-^-•^ 


5.  Teacher 
Pupils 


-•H — Sj- 


1     1     1     1 

0—0-0-0-0— 

„,     1 

*  *  1 

1# 

11  1    1    1  ._,        1  _    1 

0-0-0-0    000^00^0 


Instead  of  stepping  the  notes  of  the  counterpoint,   the   pupil    may   realise    them   by 
gestures  of  the  arm  or  hand,  or,  in  slow  music,  by  movements  of  the  head  or  by  breathing. 


I 
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BREATHING. 

Use  only  those  rhythms  which  are  suitable  for  breathing. 

_J3_j-o -T34-® e,c- 

cc    <r b- 


Example  :■ 


INDEPENDENCE    OF    THE    LIMBS. 


i.     |  beaten  in  canon. 


(a)     Right  arm 
Left  arm 


l_J L 


(b)     Left  arm     |-J — J 
-J—  Right  arm 


in  canon. 


3.     I  in  canon. 


4.     l£   Right  arm 


Left 


arm 


-ei-i 


MORE    DIFFICULT    EXERCISES. 

5.     ^    Left    arm 
Right  arm 


-o- 


J-J- 


I        I 


2  against  5. 
Repeat  the  same  exercises  with  arms  and  feet. 


J_J. 


J- 


J-J. 


j_._j,_j. 


-e>--- 


-0 


3  against  5. 


CONTROL. 

1.  From  4  to  I  and  back  to  |  at  hopp. 

2.  Walk  at  |.     At  hopp  walk  in  syncopation  and  vice-versa. 

3.  ^  ;    at  hopp  walk  in  syncopation  and  vice-versa. 

4.  ||-J^J^i— JIjI3— j""2^3— J-J-J—aUl^-Jl  at  /?o/>/>  stand  still,  but  continue  the 
movement  in  thought—  at  hopp,  walk  again. 

5.  The  same  exercise,  but  the  teacher  plays  o;,  and  the  pupils  divide  this  o\  in 
thought  into  fifteen  quavers.  At  hopp  they  finish  the  bar,  stepping  the  necessary  number  of 
quavers,  e.g.,  if  the  teacher  says  hopp  on  the  seventh  quaver,  the  pupils  end  the  bar  by  stepping 
eight  quavers. 

6.  The  teacher  gives  a  rhythm,  e.g.,  ^  <J  J  Then  he  plays  two  o\  's,  at  the  third  o; 
the  pupils  realise  the  given  rhythm  in  the  exact  tempo  in  which  the  teacher  played  the  <=>: 
The  teacher  should  vary  the  tempo — presto,  allegro,  moderato,  andante,  adagio,  lento. 
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)  7-     The  pupils  walk  J  in  any  given  time.      The  teacher  calls  two,  three,  four  or  five,  and 

'the  pupils  run  the  required  number  of  steps  during  the  next  beat. 


Two. 


Three. 


Four. 


Three. 


Five. 


ji  i  j— i  ji       rn  i  ii    i    rrn  j  i        n  i    rrn 

0 L_# j    m_j L_# #_4»_^_—_L_# m 0  0  0.0-1-  0 0 0 0 0_0_0    0      \-m 


I'll 


The  pupils  memorize  the  rhythm   thus  formed,  and  eventually  realise  it  without  any 
word  of  command  from  the  teacher. 


EXERCISES    IN    HEARING. 


Realisation 


-m — m- 


etc. 


2.  The  teacher  plays    I     The  pupils  answer  by  walking  in  syncopation. 

3.  The  pupils  are  divided   into  several  groups,  each  group  representing  plastically  a 
different  note-value. 

E.g.:     Group     1     represents     J;     group    2,     Js;    group     3,     J;    group     4,     J~~J ; 

group  5,     H"^    etc. 

\  The  pupils  of  each  group  take  hands.    When  the  teacher  plays  quavers  on  the  pianoforte, 

group  2  starts  running,  the  leader  choosing  his  direction  at  will.     If  the  teacher  plays  with  the 
right  hand  c\  and  with  the  left  hand      H"%  groups  3  and  5  begin  to  move  simultaneously. 

N.B.— The  pupils  should  write  down  the  rhythms  studied  in  the  lesson. 

IMPROVISATION. 

The  teacher  asks  a  pupil  to  improvise. 

1.  Three  bars  of  different  lengths  in  duple  time,  e.g. :  \,  |,  and  1|). 

2.  Four  bars  in  |  time  with  2  caesuras  (therefore  3  phrases). 

3.  Six  bars  with  lengthened  anacrusis. 


EXERCISES    IN    CONDUCTING. 

A  pupil  conducts  the  class,  introducing  one  or  more  of  the  following  :— 
1.   Rests.     2.  Twice  as  fast  and  twice  as  slow.     3.  Three  times  as  fast  and  three  times  as 
slow.     4.  Walking  backward,  then  forward.      5.  Springs.     6.  Pathetic  accents.      7.  Division 
of  the  class  into  small  groups  : — 


e.g. 


J    J    J    J  I  J   AJ_UJ-L4-J-«L-J- 


J. 
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FREE    EXERCISES. 


Y 
Z 


Syncopation  in  couples: — 
mf    cres.  ff      decres.        mj 

-J]  J  J    J I  JJ  J-J-JU 

J      JIJ   JJJ    L 


cm. 


J        l_l  I    J I    M 

-e e el e> — \-» — # — m — •- — j- 

J I  J  J    j  I  ,N  J  J  J] j 


-» — e- 


-J— J- 


w/ 


rr«. 


^    decres. 


The  pupils  (in  couples)  face  one  another,  all  lunging  forward  with  arms  raised  and 
hands  pressed  against  their  partners'.     In  the  four  first  bars: — 

(Zi     The  pressure  of  the  hands  remains  steady. 

(Y)         ,,         „  „  „         increases     so     that    Z   of    necessity   walks   back,   and 

Y  walks  forward.     At  the  fourth  bar  Y  decrescendo,  Z  crescendo,  on  the  spot. 


The  couples  can  walk  in  a  straight  line:       ^^      ^A      A/|x       , 


Or  one  behind  the  other 


yy      yy       yy       yy 


See  :  (;'.)  Marche  Rythmiques   Nos.  17  to  22  (Jobin's  Edition,  No.  780). 
(it)  Exercices  de  plastiqiie  animee  (Jobin's  Edition,  No.  1528). 
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No. 

808.   Four  Children-Songs  and  Dances. 

Op.  34           

Sixteen   Part-sangs    for    Medium  Voice 

and  Pianoforte,  with  explanatory  text. 

1. 

Diddle,  diddle  dee. 

2. 

The  merry  Huntsmen. 

3- 

Sir  Cuckoo's  marriage. 

4- 

The  lake. 

5. 

My  Pussy  Cat. 

6. 

The  bonny  Baby. 

7. 

Come,  let  us  dance. 

8. 

Just  like  this. 

9- 

The  bashful  boy. 

10. 

The  snow-white  lambkin. 

n. 

Santa  Claus. 

12. 

Johnny's  ride. 

13. 

My  heart  is  thine. 

14. 

The  naughty  little  boy. 

15. 

Washing  Day. 

16. 

The  Willow  Tree. 

809.  New  Children-Songs  and  Dances. 

Op.  37           

Fifteen  Part-songs  for  Medium  Voice  and 

Pianoforte,  with  explanatory  text. 

1. 

Song  of  the  good  little  birds. 

2. 

Song  of  the  old  grannies. 

3. 

Song  of  the  new  skirt. 

4- 

Song  of  the  obliging  shopwoman. 

5- 

Song  of  the  Seasons. 

6. 

Song  of  the  little  dwarfs. 

7. 

Song  of  the  child  who  won't  eat  his  food 

S. 

Song  of  the  bridal  pair. 

9. 

Song  of  the  Doctor's  visit. 

10. 

Song  of  the  bleating  lambkin. 

11. 

Song  of  the  brave  little  soldiers. 

12. 

Song  of  the  little  prisoner. 

13. 

Song  of  the  little  doggie. 

14. 

Song  of  the  kind  maiden. 

15. 

Song  of  the  good  workmen. 

810.  Children-songs.     Op.  42 

Twelve  Part-songs  for  Medium  Voice  and 
Pianoforte,  with  explanatory  text. 
The  tiny  little  house. 
Dear  lady  Snow. 
The  little  Bee. 
Baby's  Bedtime. 
The  Mice's  Revenge. 
Baby's  Ride. 
Playing  at  Trains. 
The  Visit. 
The  Omelette. 
The  good  little  girl's  reply. 
Skipping. 
The  story  of  Johnny 


1. 

2. 

3. 

4. 

5- 

6. 

7- 

8. 

9. 
10. 
11. 
12. 


No. 
823. 


Op.  54       5 


1. 

2. 
3. 

4. 

5- 
6. 
7- 
8. 
9- 
10. 


Ten  Children-Scenes. 

With  explanatory  text. 
Shuttlecocks. 
The  little  scatterbrain. 
Grandpapa. 

The  good  Housekeeper. 
The  Oracle. 

Tommy's  got  the  sulks. 
The  sad  story  of  the  vain  Duckling. 
Cruel  Anna. 
The  two  Gossips. 
When  I've  finished  growing. 

988.  Six  New  Songs  with  action,  for 
the  very  little  ones.     Op.  58 

With    explanatory     text.       (Callisthenic 
Studies.) 

1.  The    little    dumb    maiden    (Study    in 

hand-movements). 

2.  Pit-a-Pat  (Study  in  step-marching). 

3-     The  pretty  Doll  (Study  in  expression  : 
head  and  eyes). 

4.  Clever  hands   and  fingers  (Song   with 

action). 

5.  Faithful  little  legs  (Song  with  action). 

6.  The    quick    Dressmaker    (Song    with 

action). 

10 10.  Ten    Callisthenic     Songs      for 
young  girls.     Op.  60 

With  explanatory  text. 
The  white  Maidens  (Song  with  action). 
The  Statues  (Song  with  action). 
Clever  hands  and  fingers  (Song   with 

action). 
The  Pedlar  (Song  with  actions). 
Faithful  little  Legs  (Song  with  action). 
The    old    Arm-chair    (Song    in    three 

Pictures). 
The  two  Dancing-Lessons  (Song  with 

action). 
The  golden-haired   Fairy   (Song    with 

dance). 
On  a  Sunday  Morn  (Marching  exercise). 
The  quick  Dressmaker. 

Four  Unison  Songs  in  both 
notations  (Novello's  School 
Music  Review) 

Playfellows 

The  weaver's  shuttle  ... 

The  little  worker 


9. 

10. 


No. 

411 
412 
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Six  bagatelles.  Op.  67 
Marches  rythmiques  ... 
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d. 
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5      o 


'265. 
;2S7. 
'258. 
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s. 
2 

4 

7 


d. 
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CHAPTER   V. 


SEXTUPLE  TIME, 


EXERCISES    IN    WALKING   WHILE    BEATING    TIME. 


From  beat  i 

to  beat  2. 

,,               2 

»       3- 

3 

„       4- 

4 

»       5- 

»           5 

„       6. 

6 

,,       i. 

PREPARATORY    EXERCISE. 

Cross  the  arms  over  the  chest. 

Extend  them  in  front  horizontally. 

Raise  the  hands  till  they  are  at  right-angles  with  the  forearm. 

Extend  the  arms  sideways. 

Raise  them  vertically. 

Lower  them  energetically  with  an  accent  on  one. 


ll 


9 

s 


-ti 


■y 

A  bar  of  4  can  be  thought  of  as  a  slow  bar  of  duple-time  with  a  secondary  accent  on 

the  fourth  beat.     While  one  arm  beats  six  beats  the  other  can  beat  two  beats,  thus : —     1 

if     I 


(«)  |f- 


m 0- 


1      i 


B— 2 


-* * *~"'H       ^  with  quavers  [[- 

(o  with  .^  ||  JT3  n^JTUITLSlIS^ 


1  1 


n 


—  2 


(d)  with  syncopation  |i-* — • • — ix3?*— • — * — ~m~u  or 


»-  etc. 


i 


9—0 — 0 — 0 — m — 0  —  m — 0—0  - 
Repeat  these  exercises  with  all  the  anacrusic  forms  of  |. 


J. 


The  same  with 
quavers  and  semiquavers. 


PHRASES  AND   RESTS. 


PHRASING    WITH    THE   ARMS   AND    FEET. 


i.  The  arms  beat 


-F F- 


The  feet  step     — F— l-F — 


-F- 


etc. 


WITH    OTHER   WAYS    OF    PHRASING. 


r.  n 


i ) 


fT1=  FTr 

3.    —m-0  mm  mm  mm 


.         I  I      I    )      I 
-e>- . m-\-& m- 


4.     Phrases  formed  by  variation  of  the  secondary  accent  (each  bar  being  of  the  same 


length). 


See  p.  4,  bars  of  6 

)ulse-units. 

p 

(a)   U— 0—0-0 — 0—0—m— 

1 

1   i               1 

« 

(ft)  H-J— J H-J- 

ir\   II      J  '       J  •       J  • 

1      n    i 

1 

1    m    |\  >  j )  rri  1 

f3  1. 

See  p.  4,  bars  of  12  pulse- 

units. 

-N 


Phrasing  by  variation  of  the  primary  accent  (each  phrase  being  of  the  same  length). 


a) 


-i      1 — 
1    I     ' 


-0 — 0- 


H    H 


"HI 


—  3 


12 


12. 


(b)  H~^ 


I  I 


.     N 


.  >  n  i   i 


K- L 


n   n   h 


l)_J_#r;_J_J_|_J__j_(| 


12 


12 


««■ 


.      > 


i  i   f* 


f 


r^  n    i 

t— 0-0-G>- 


~0-0-&- 


■G> — 


ANALYSIS     OF     NOTE-VALUES. 

Six    times    and    one-sixth    values. 
The  Note  Sign  f  o-> 

Execution. —  I.  Step.  2.  Cross  the  free  leg  (bending  the  knee  of  supporting  leg). 
3.  Extend  the  free  leg  in  front.  4.  Straighten  the  supporting  leg,  keeping  the  free  leg 
extended  in  front.  5.  Extend  the  free  leg  to  one  side.  6.  Bring  the  free  leg  back  to  the 
supporting  leg. 


—  4  — 


The  note  value  18/8  jo|  ■ 

Same  execution  as  for  o* 


1.    — <^- 


2.     —G>~ 


-O •- 


cuou- 


3.  ^4 


-j- 


-F*- 


BARS   OF   6   PULSE-UNITS. 
The  bar  in  |  is  also  composed  of  6  crotchets,  but  with  two  secondary  accents. 

I 


A  One  arm  beats  3,  the  other  6. 


6.  -- 


» — 0-Y—0  -  0— f— \    0  0-0 — 0—0 


IN    I        M       I 

9 0 0  O- 


n-j- 


BARS   OF   12    PULSE-UNITS. 

From  12  quavers  or  12  semiquavers  a  bar  can  be  formed  either  of  2  beats,  of  3  beats,  or 
of  4  beats. 

12  #N  forming  a  bar  of  2  beats. 


I- 


1     1     1     1 


— 0-0-  |  One  arm  beats  6/4,  the  other  2/^  . 


12    Is  forming  a  bar  of  3  beats. 

-Hi — I   h  ;  1 — :   rn  ; 

2.  H— »— »— *    »-^ -0—0—0— 0-  \ 
12    [^  forming  a  bar  of  4  beats 

r*  i      s  I — 


-0—0—0 -^-fj  One  arm  beats  6/4,  the  other  3/2. 


i      1       I      !      1 


-||  One  arm  beats  2/^1. ,  the  other  4/ J. 


p    a=^    sq 


-H 


1    1     111     1 


4 


7.   -«u- 


BARS   OF    18   PULSE-UNITS. 
18  quavers  (or  semiquavers)  making  a  bar  of  3  beats. 
See   p.  45,  Nonuple  time. 


> 


~G>- 


etc. 


H^ 


j  _   j    1 


1    1    i    1 


One  arm  beats  6/J.,  the  other  arm  3/^ 


Anacrusic  forms: 


■4 


e, m—t 


etc.,  etc. 


SYNCOPATION, 
i.     The  pupils  walk  6  steps  to  the  bar,  clapping  in  syncopation. 
(a)  feet 
hands 


-m m- 


At  hopp  clap  the  beats,  walk  the  syncopation. 


(b)   feet 


L 


J— I 


slow. 


hands  \ 


hands 


2.     The  same  as  I,  but  at  hopp  feet  and  hands  move  twice  or  three  times  as  fast  or  as 


r* 

i 

J. 

1 

f* 

1 

i 
m  • 

i 

> 

1 

r*  i 

i. 

1. 

J. 

j  • 

i 

s 

> 

1 

N 

i 

N 

1 

|S 

1       N 

3.  The  pupils  walk 

4.  The  pupils  walk 


-m m- 


following  the  teacher's  accelerando. 


-•- — eh- 


Jd: 


-* G>- 


accentuating  the  syncopation  by 
breathing. 


UNEQUAL    BARS. 

Examples  of  the  same  group  of  notes  with  varying  accents. 
%  and   | 


I 


pLj_: 


nil     r 


-i  etc- 


18  Js  forming  bars  of  2  and  3  beats 


Mh 


1    i    1 


j    1 


,_  ,._J_J-J_J- 


1  j   ;    1 . 


1    1 


UJ- 


^ 


6     — 


|  and  £ 


a.  H-J-J 

7- 


jLi 


i      i 

-» — *- 


-0 0 0 0  ~0- 


i      h  h 


-I 


i   and  ^ 
8.  ||-J= 

9-H 


^n. 


-j 


_j_fl 


^Hl 


IO. 


(«) 


MORE    DIFFICULT    EXERCISE. 

i      i — Ml      hi      h  i — ; — I 


PLASTIC    COUNTERPOINT. 


Themes 


-&- 


II     <*> 


-M 


-G) 0 G- 


-i-l 


(c) 


I      I 


-o 0 0 — 0- 


-10 G>- 


(d)     -      - 


-0 0- 


S> 0- 


-e> 0- 


Realise  the  counterpoint  of  these  themes  : — the  ist  time  in  J;  the  2nd  time  in  J**  ;  the 
3rd  time  in  ,p  . 


(e)  -J— h|J-      J^-U2J—*±  (/)  -JZUJJ  j  J.J  J  J^Jl^Z^j^TOJX, 

The  counterpoint  to  be  realised,  the  ist  time  in  J^;  the  2nd  time  in  ^ 


e.g. 


BREATHING. 

Use  only  those  rhythms  which  are  suitable  for  breathing  exercises. 

I      J — I      1      J"j    I    J. 
I.  —  0 * — 0 — 0 0 — 0—\ — «s>— 


T" 


2. 


1.      r 


-»-•- — •— 


e-ee-c—  e^ 


-&~ — 


-( <<-}-9—  *-*— » 


3.     The  pupils  form  a  compact  group,  body   relaxed  with    no  contraction   whatsoever, 
both  hands  clasped  in  front. 

(a)  Raise  the  hands  to  waist-level,  breathe  in 


-<s>- 


7  — 


(b)  Breathe  out,  keeping  the  ribs  raised. 

(c)  Raise  the  hands  to  shoulder-level,  breathe  in. 

(d)  Breathe  out,  keeping  the  ribs  raised. 

(e)  Raise  the  arms  obliquely.     Breathe  in,  bending  the  body  forward,  in 
preparation  for  a  step. 

(/)   Make   an  accented  step,    and  keep  the  weight  of  the  body    on    the 
supporting  leg,  while  singing  a  given  note  ff  for  2  bars. 

(g)   Continue  singing  but  with  decrescendo,  gradually  relaxing  the  bodv. 


-<£*- 


-&- 


if 


s>- 


-o- 


INDEPENDENCE  OF  THE   LIMBS. 

FIRST    PREPARATORY    EXERCISE. 

(a)  Make  the  movements  i  to  9  then  9  to  1  with  one  arm  according  to  the  scheme  below. 


(b)  The  same  with  both  arms. 

N.B. — Movements  which  cover  a 
large  area  will  be  executed  more  rapidly 
than  those  covering  a  smaller  area, 
although  the  time  taken  for  the  move- 
ments is  the  same. 

See  lengths  of  step  and  of  spacing, 
Vol.  I.,  pp.  9,  12,  and  13. 

Exercise     7.       One     arm     beats 
through     an     increasing   area    (1-2    to    2 
1-9),     whilst      the    other      arm      beats 
through     a    decreasing    area     (1-9     to 
1-2),  in  the  same  length  of  time. 

2nd  Preparatory  Exercise. 


Lines  of  movement  for  Exercise  i. 

(a)  In  the  same  direction. 

(b)  In  opposite  directions. 


9 
•4 


6 


3 
4 


3rd  Preparatory  Exercise. 


9 

1  lit 

6 

1  1 

5 

'  > 

1  f 

4      J 

3     i 
21 

1 

,  * 

9 

- 

1 

V 

- 

* 

• 

1 

• 

1 

V 

< 

(a.)  With  one  arm. 
(b.)  With  both  arms. 


(a.)   With  one  arm. 
(b.)  With  both  arms. 


8 


Exercise  2.  One  arm  makes  movements  forming  a  crescendo  followed  by  a  diminuendo 
(5-6  to  1-9);  the  other  arm  doing  the  opposite  (1-9  to  5-6)  and  vice-versa,  in  the  same  length 
of  time,     (a)  In  the  same  direction,  (b)  in  opposite  directions. 


DIAGRAM  OF  THE  LINES  OF  MOVEMENT  MADE  BY  THE  TWO  ARMS. 


e.<r 


CONTROL    AND    INHIBITION. 

1.     The  pupil  walks  quavers,  at  hopp  J  .    J* 

n  n   n    n   n   n    j .  >  n  i  n  j .   > 


&•  • 


1   1  1   1 


1   n   n 


etc. 


hopp !  hopp  !  hopp 

The  rhythms  are  to  be  remembered  and  then  realised  without  hopp. 
2.     The  pupil  walks  J  .    Js  at  hopp  quavers 


n  n   n  \_r 

-m—»-m — m—m — — 0-4 
hopp !  hopp ! 


etc. 


hopp 


Comparison  of  J  .       Is  J~j  witri  J  .     J  J  J 

3.  The  pupil  walks  |  J  .     J"j~n,  at  /jo/»/>  the  same  rhythm  |  J  .     J^  J~j 

4.  The  pupil  walks  the  anacrusic  forms  of  |.     At  hopp  twice  as  fast.     At  the  2nd  hopp 
the  original  tempo.     At  the  3rd  hopp  twice  as  slow.     At  the  4th  hopp  the  original  tempo. 


e.g.  :  (a) 


j    j  )J» 


J-J-UL 


-*s< — o — e» S rj 


hopp  ! 


hopp 


hopp  ! 


!     I 

i 

hopp  ! 


(6)    - 


LD- 


hopp  ! 


—     9     — 

M  J      III     I 


I  ) 


hopp !        I  hopp ! 

The  same  with  the  remaining  anacrusic  forms. 

5.  Repeat  exercise  3  three  times  as  fast  and  as  slow. 

6.  The  pupil  walks  J  j  m,  at  hopp  J"j  once. 


« — o- 


-© &- 


J- 


-o- 


hopp ! 


7.     The  pupil  walks 


When  the  teacher  calls  two,  three,  four,  five,  six,  or 
g 


seven,  that  number  of  steps  is  inserted  on  the  beat  following  the  command. 

five 
—  —  =  — ■  .     —      — — 

Example 


three 


five 


-» 0  0  0-*  mm  m±-\  0  0m}-0-0-0-m-m  a  mm  m  mm  m-m.mm-m 


When  this  exercise  has  been  repeated  several  times  the  pupil  realises  it  without  hopp. 


AURAL    EXERCISES. 


1     r- 


The  teacher 


1.     The  pupils  clap  throughout  in  syncopation    .Aj0    *      • 
plays  a  sequence  of  bars  which  the  pupils  realise  with  the  feet  one  bar  later.      (This  kind  of 
canon  is  also  called  "continuous  realisation.") 


Teacher 
Pupil's  hands 
Pupil's  feet 


N 


-Gh- 


-G- 


p m-m — • — m  m  m  m  m- 


etc,  etc. 


-*3- 


!        I 


2.  The  teacher  plays  the  scale  of  C,  and  points  out  that  there  are  semitones  between 
E  and  F  and  between  B  and  C. 

Then  he  plays  (or  sings)  sequences  of  tones  and  semitones.  When  he  plays  a  tone  the 
pupils  walk  the  following  bar,  taking  large  steps ;  when  he  plays  a  semitone  the  pupils  walk 
the  following  bar,  taking  small  steps : — 


Tone. 


Example :  Teacher 
Pupils 


-jdt 


-o o- 


Semitone. 


-Q- 


Two  steps  separated  by  a      Two  steps  separated  by  a 
large  space.  small  space. 


etc. 


N.B.— This  exercise  can  also  be  done  on  a  staircase  (two  steps  on  the  same  stair  for  the  two 

notes  after  a  semitone). 
N.B. — The  pupils  write  down  the  rhythms  studied  during  the  lesson. 


—  10  — 
DIVISION    OF   A    NOTE    INTO   SHORTER   VALUES. 

i.  Teacher 


Pupil 

2.  Teacher 

Pupil 

3.  Teacher 

Pupil 


-0- 


-o- 


-&--- 


-&- 


-g>- 


-&- 


*  *  ?  * 


&- 


-s>- 


-&- 


&-^ 


> 


First  time  adagio;  second  time  allegretto;  third  time  moderato,  etc. 

As  can  be  seen  above,  the  teacher  plays  two  long  notes  and  at  the  third  bar  the  pupils 
realise  a  given  theme  in  the  time  of  this  note. 


IMPROVISATION. 

1.  A  pupil  improvises  a  theme  of  two  bars,  and  the  class  then  walks  the  counterpoint. 

2.  A  pupil  improvises  a  theme  of  two  bars.  Another  pupil  immediately  walks  the 
counterpoint  to  this  two-bar  theme,  and  then  improvises  two  new  bars  ;  to  which  the  first  pupil 
walks  the  counterpoint,  etc. 


1st  pupil 
2nd  pupil 


I 


-G> G> 


-Gh- 


~r~ 


-Gh~ S>- 


-P-»'-P- 


-0-O- 


J  I 


-G>- 


etc. 


3.  Two  pupils  are  chosen  as  soloists.  The  first  improvises  one  bar,  the  second 
immediately  adds  another  bar.  This  sequence  of  two  bars  is  repeated  several  times,  and  at 
Hopp !  the  rest  of  the  pupils  realise  the  counterpoint  of  the  two  bars. 

4.  A  pupil  realises  by  means  of  large  or  small  steps  the  succession  of  tones  and  semi- 
tones characteristic  of  a  given  scale.     The  class  must  find  out  what  scale  is  intended. 

EXERCISES    IN    CONDUCTING.     . 

A  pupil  conducts  :  1.     With  accelerando  and  ritardando. 

2.     With  piano,  forte,  decrescendo,  crescendo. 


11   — 


3.     Bars  composed  of  the  same  notes  with  varying  secondary  accents. 


(a)  [-J- 


(b)\- 
(c)\- 


-o>- 


-»- 


id) 


r*  r 


and 
and 


>    r^ 


considered  as  a  bar  of  3  J 


considered  as  a  bar  of  | 


-&- 


\      l 


etc. 


FREE    EXERCISES. 


For  three  groups. 

X 

Y 
Z 


f 


T     t 


two  bars. 


The  pupils  stand  side  by  side  in  3  files.     Each  group  of  three  hold  hands. 

On  1st  beat  swinging  movement  of  arms  and  body  backward 

On  2nd  beat  swinging  movement  of  arms  and  body  forward 

On  the  1st  beat  of  the  3rd  bar  swing  back  again. 

On  the  2nd  beat  of  the  3rd  bar  the  line  Y  runs  forward  as  if  impelled 
by  swinging  movements  of  X  and  Z.     These  latter  remain  on  the  spot. 

On  the  2nd  beat  of  the  5th  bar  the  lines  X  and  Z  skip  forward.     The  line  Y  stands 
still,  looking  back  towards  X  and  Z  and  stretching  out  hands  to  them. 

On  1  of  the  8th  bar  the  pupils  take  hands  and  begin  again. 
In  a  circle  or  spiral. 


X 


Y    Z 


Bars  1   to  3.  Bars  3  to  5.  Hars  5  to  7. 

Marches  Rythmiques*  Nos.  23  to  26,  and  Esquisses  Rythmiques,  No.  5. 


Lausanne:  Jobin  et  Cie.      London:  Noveu.o  &  Co.,   Ltd.,   160,   Wardour  Street,   W.I. 


—  12  — 

CHAPTER   VI. 
SEPTUPLE    TIME. 

EXERCISES     IN     MARCHING     WHILE     BEATING     TIME. 

Preparatory  Exercise. 

From  beat  i  to  beat  4.  As  in  |. 

n         „     4  ,,      ,,     5.  Again  cross  the  arms  over  the  chest. 

n         „     5  ,,      „     7.  The  same  movements  as  from  4  to  6  in  |. 

Then  to  1.  As  in  §. 


\) 


1.  (a) 


I 


(6)      with  quavers. 

(c)       with  semiquavers. 


and  all  the  anacrusic  forms. 


3-  (»)  H- 

(ok- 


1     i     1 


1      1     p 
1      1 


H 


Secondary  Accents 

-j-JHI ) 


i 


One  arm  beats  4.  The  other  arm  beats 
3  unequal  beats  according  to  the  position  of 
the  secondary  accents. 


4-  («)  [  -J- 


-Gh- 


—  13  — 
MORE  DIFFICULT  EXERCISES. 

t-H 


(0   : 

id)   \ 


n 


J      J      J    i    i    I 


i       i     i     i     i       i 


(«)    —J d 


-e- 


j       i    i    i    i 


PHRASES   AND    RESTS. 


I       J    )    I 


-O G> e 


S> « # S * 


n   n   n 


-* — •- 


-O e>- 


-i-J-^ 


n 


ii 


-G>- 


J-       J     «J- 


«J       J 


^    --' j I 


I 


etc. 


CESURA. 

5.     The  caesura  (or  period  of  rest  separating  two  phrases  or  two  periods)  may  be  made 
by  a  bar  executed  three  times  as  fast  or  as  slow. 


(«)  [J- 


-o- 


I.      I 


-0- 


1 .1 1 r*  1     (^i     ^ 

■m 1 — 0 0 — 0 0 — 0 m— 


-&- p 1- 


(6)  -J-     J-     J.   / 


I       I       I       I 


3 


1°  2° 


T 


Mi      I 

»— H~  S»- 


I         I         I 


1   i .  1  n  1     r* 


The  sign  -«-  means  that  the  preceding  bar  or  rhythm  is  to  be  repeated. 


.l 


—  14  — 

ANALYSIS    OF    NOTE   VALUES 

Seven  times  and  one-seventh  values. 


The  note  sign  7  o  . 


«    lo! 


Execution :  i,  2,  3,  4  :  as  in  the  note  of  six  beats. 

5  :  the  free  leg  is  extended  behind,  the  supporting  leg  is  bent. 
6,  7  :  as  5  and  6  in  ©"■ 

Same  execution  as  for  o  . . 


EXERCISES. 


-&-'*— 


— e- 


-S» "3> 


I.  ' 


— »- 


HI 


3.  -G> <<3— * »- 


-&-\ — I- J- — s>—  etc. 


BARS    OF    14    NOTES. 


14  quavers  forming  a  bar  in  2  time. 


I. 


1    1    1    1    1    1 
j        1    1    1    1 


iiiiii 
1        1    1    1    1 


—  15  — 


Other  groupings: 
,S  =  JN   14  J1*  forming  a  bar  in  4  time. 


14  „s  forming  a  bar  in  5  time. 

m   m  n^   r 


etc. 


etc. 


14  ^s  forming  a  bar  in  6  time. 


6. 


1    1         1 


n    1 


etc. 


The  same  with  rhythms 


7> 

9- 


J.) 


3-    — ^ 


1    1    1    1 


ji-j+a 


etc. 


1     1    1    1         11 


etc. 


n   nn   n   n    j  ) 


UNEQUAL    BARS. 


(a)  Formed  by  means  of  secondary  accents. 
(6)  Formed  by  adding  or  dropping  a  beat. 


I    7 
*    4 


J- 


J   :    I 


•        J  ■      14    or,rl    31 

c?  .  =0  .     8    an<1    8 


I       I       I       I       I       .         1^^^^— — 1""^~ 
I    J       I      1       I  I       I       I       I       I 


I        I        I        I        I        I        I  I        I        I        I        I        I        I  |^^~™I™^™1™^""^ 

I        '  I  I        I  I  II  I  J        I     J 


S       \    7    ..  14 
■    =J      4  or    8 


1     1     ijj 


1    1    1    1    i    1  I    rji    Jj     1    1     I^H 


11     11     11 


■H 


BARS   OF   21   PULSE-UNITS. 


7/J.  and  3/J.. 


4- 


1    1    1    1    1    1    1 


— «i^     1     1  1     1     1     1     1     1     r«i^        1     1  1     1     1     1     r-^- 

l    j    J    J   j   J   J   J    j   J  J   J   J   J   J       I     1     1  J     1  j     '     1  J 


J   J     1   J     11 


^ 


etc. 


Afore  difficult  exercises.  The  preceding  exercises,  with  the  addition  of  rhythms.  E.g.,  each 
bar  is  of  the  same  length,  the  pupil  does  not  subdivide  the  long  notes  except  in  the  case  of 
syncopation. 


,H- 


-o m- 


-<s>- 


1        1 


—     16 


-g>- 


U- 


-GL- 


~e> g>- 


4 


-g>- 


n) 


-&- 


X 


SPRINGS. 


m 


-o- 


m 


-» — &- 


M 


H9- 


u 


I 


S) 


Spring 

!      I  ) 


Spring 

M   I 


Spring 


)     ! 


-0 Gh- 


T r 


etc. 


Spring  Spring 

-• — •-• — 0-0 — m  0     m 


Spring 


-&- 


Spring 


Rise 


Spring  into       Kneel 
the  air,  turning 
round  at  the 
same  time. 

RESTS. 
Rests  may  be  caused  by  : 

i.     Fatigue. 

2.     The  necessity  for  preparing  an  accent  or  the  resumption  of  a  theme. 

The  two  may  be  combined. 

Examples : 
(a)  I    J    J    J    ^°"  I  Here  the  preparation  for  the  next  bar  is  made  only  at  the  last 

moment  of  the  4th  beat.     The  cessation   of  movement  caused  by 
fatigue. 


Rest. 


(b)  i-J—J- 


-&- 


'^  I  Here  the  3  minims  are  of  equal  strength.    The  relaxation  is  made 

'     abruptly  on  the  7th  beat,  the  preparation  for  the  next  bar  begins  on 


the  8th  beat. 


(c)f-J- 


Q         O — - 


1  In  this  case  the  relaxation  begins  on  the  6th  beat  during  the 

bend.     The  preparation  during  the  7th  and  8th  beats. 


ill  "1  Here  the  preparation  which  begins  on  the  7th  beat  is  interrupted 

on  the  8th  beat  by  a  fresh  access  of  fatigue. 
(Use  breathing.     Study  these  rests  also  in  exercises  for  separate  limbs,  etc.) 


ANACRUSIC  FORMS  TO  BE  USED  FOR  TWICE  AS  FAST  AND 

TWICE  AS  SLOW. 


1.    — 


n  * 


2. 


1  .  j  >  < 


|V 


I       J 


-<5>- 


I      I 

-0—0- 


3-   -*r 


n 


5-  -• ^ 


6.  -J- 


1    H 


—  17  — 


I      J      J      J^~"~ 

-» m m 0000- 


\    Z      I    Z    J    1      I  •       >  J    ) 

»      1      0      *1      » h—  •-- 0 G> 


7-  -1  *  "1  * '  "1 


-p- 


-r*- 


8.  -i 


i 1 


Js  "J      >  "J""j    J 

9 0 0 * — 0 *=|— 


or   -•-•- 


;4 


I        > 


-0 — 0 — *    *i — 0    0 — 0 — 0 — • — 0- 


etc. 


BREATHING. 


(See  Vol.  I.,  pp.  18  and  ig.) 
Use  only  those  rhythms  which  can  easily  be  interpreted  by  breathing. 


E.g. 


-&- 


-o- 


I 


-0 — &- 


-* —  etc. 


< 


( ( ( (- 


Singing  Exercise.— Take  a  deep  and  slow  inspiration,  then  clench  the  fists  and  contract 
the  whole  body  from  the  feet  upwards,  pressing  the  soles  of  the  feet  firmly  on  the  ground,  then 
sing  any  note  and  control  the  sound  with  a  strong  feeling  of  muscular  resistance,  economising 
the  breath. 

Another  Exercise  .—Breathe  in  as  in  the  preceding  exercise,  then  sing  a  note/.  From 
time  to  time  the  body  relaxes  (diminution  of  contraction)  and  the  voice  follows  it. 


-&7 


-&- 


-&-?- 


etc. 


Inspiration.         Singing.  Dim.  of  Cres.  of 

contraction,     contraction. 


N.B.—The  lines  in  the  2nd  and  3rd  bars  are  signs  of  dynamic  variation,  not  of  breathing. 


C-2 
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INDEPENDENCE    OF    LIMBS. 

Decrescendo 


I.   Clap 

Mark  time  with  the  feet 


2.  Arms 

Feet  (mark  time) 


V  I 


f. 


Crescendo 


P 


Crescendo 


Decrescendo 


J    J    J 


3.  Arms 


Feet  (mark  time) 


I       J        1 


I        I 


I        I 


When  the  arm  and  foot  movements  coincide  on  the  metric  accent,  make  a  spring. 

N.B. — These   can    also  be  realised  by  the  arms  using  the  gestures  for  beating  time. 
If  the  rhythm  to  be  realised  contains  5  notes,  the  gestures  for  5  time  are  used,  etc. 


Themes  to  be  realised  by  the  arms  : 


(a) 


h 


-r>- 


(C) 


rjri  1  1 

-• — m^-0— \— o- 


4  gestures 


(b)  -< 


J-«£l-J. 


7  gestures 


-• e 


6  gestures 

Repeat  changing  arms.    The  feet  walk    I 


-&■ 


1 


6  gestures 


Themes  to  realise. — One  note  with  the  foot,  the  following  note  by  a  gesture  of  the  arms 
or  by  clapping. 


II 


■©--= 


^ 


-s> ©- 


I       Mr* 


3-    -* 


n 


1   1   1 

p — * — »- 


-e> m—+ 


I      ) 


I      i 


-o o- 


CONTROL. 
1.     Head-bending ;  clapping ;  stamping  at  the  word  of  command 

J       J    I     I       J    I    J        I         I        I         I        I 


etc. 


Head. 


Hands. 


Feet. 


Head. 
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J-J- 


March,  beating  time.     At  hopp,  lie  down,  continue 


counting  mentally.     At  hopp,  rise,  beat  time,  and  walk. 


at  hopp,  spring  to  the  side. 


I        I        I 


At  command :  Two     J    •        once. 

,,  ,,  1  IITCC    m   m   m  „ 

Four    J"1  J-J      „ 
„  „  Hopp,  skip  once. 


with    arms    extended 


5.  One  pupil  conducts.     The  other  pupils  walk 

outwards.     When  the  conductor  marks  a  pathetic  accent  on  any  beat,  the  other  pupils  make 
one  skip. 


B.g.: 


etc. 


6.  At  hopp,  r 


The  same  exercise  backward. 


hopp  hopp  hopp 


- 1   »  i   ■  r 
hopp   hopp   hopp 


ps_  etc. 


7.     The  teacher  gives  the  pupils,  who  are  standing  in  line,  a  rhythm  to  realise  with  steps 
and  a  gesture  (or  2  gestures). 

E.g. : 


Feet 

Gesture 

-f F 

or 


-f — f — n- 


or 


n 


~T" 


-• — &- 


etc. 


-F- 


-o- 


The  teacher  plays  3  bars  expressive  of  a  certain  mood  and  tempo  ;  at  the  4th  bar  realise  the 
rhythm  in  the  given  mood  and  tempo. 

EXERCISES  IN   HEARING. 

1.     The    teacher   plays  o .     At    the    3rd  o.    the   pupils    walk    a    given    rhythm,    e.g., 
-» — & in  the  time  of  the  &  . 


-&> m 


2.     Counterpoint,  with  breathing  on  the  2nd  half  of  each  note. 


Feet       ..... 
Counterpoint  with  breathing 


-G>- 


-G> P- 

Insp. 


Ex. 


-0 o- 


-©- 


1*1*    - 

Insp.    Ex.  Insp. 


etc. 


N.B. — Movements  of  the  trunk  can  be  used  instead  of  breathing. 
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3-     Counterpoint  in  ,s,  e.g. : 


1 

] 

1 

J 

] 

1 

. 

1  mdm 

J        MJ, 

^  m  m  m 

**    m    +    <9     .j    m   m    m 

• 

etc. 


N.B. — The  theme  may  be  realised  with  gestures  whilst  the  counterpoint  is  realised  by 
the  feet. 

4.  The  pupils  write  down  the  rhythms  they  have  heard. 

5.  The  pupils  realise  some  of  the  rhythms  formed  of  unequal  bars  given  at  the  end  of 

IMPROVISATION. 


this  volume. 


Variations. — 1.     A  pupil  improvises  an  anacrusic  theme  ;  a  second  pupil  repeats  it  with 
a  slight  variation  ;  a  third  pupil    repeats  it  with  another  variation. 


E.g.:-* 


) 


1      1     1 


etc 


2.     A  pupil  invents  a  rhythm,  in  which  the  group    ^1    |~~|    f— !  occurs  once. 

1    h  Fn^~fl 


E.g. :  -t 


i     1 


.      the  class  repeats  the  theme. 


3.  A  pupil  improvises  one  or  two  bars  with  pathetic  accents. 

4.  A  pupil  improvises  a  simple  bar  which  he  repeats,  singing  the  notes  of  the  scale  of  C. 

5.  Free  improvisation,  walking  and  singing  at  the  same  time. 

INTERPRETATION    OF    GIVEN    THEMES    BY    MEANS    OF    THE    LEG 
MOVEMENTS    OF    THE    LONGER    NOTE    VALUES. 

All  rhythms  involving  not  more  than  nine  notes  can  be  realised  by  the  leg  movements 
which  are  used  to  divide  cJ,    ej  . ,    o >    o :  >    o  •  >    o  . .  >     /o|  5     \o\  • 

E.g. :  The  theme  |  cJ     J~J  |   can  be  realised  by  the  three  leg-movements  of  the  cl. 

The  theme  ol  •      #     •  I  J  •     ei.  by  the  five  leg-movements  of  the  o  : 

The  theme  J     J  .     m    J  ^  |  d      «J  by  the  seven  leg-movements  of  the  ©  . . 


INTERPRETATION    OF    GIVEN    THEMES    BY  ALTERNATE    MOVEMENTS 
OF   THE  ARMS,  TRUNK,  HEAD,  AND    LEGS. 


E.g. 


-&- 


P^ 


<s>— - 


-G>- 


Step.  Gesture.      Head.     Step.  Gesture.  Head.      Step.    Trunk.      Gesture.   Head.   Step. 


d 


Or  again  the  teacher  can  arrange  beforehand  a  series  of  gestures  and  attitudes  by  which  the 
pupils  can  realise  a  given  theme. 
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ANALYSIS    OF   SLOW    MOVEMENTS. 


Arms  hanging        Right  arm    Right  arm  slightly     Left  arm 
down.  forward.  to  the  right.  forward. 


Right  arm  to 
the  right. 


Left  arm  to 
the  left. 


I 


3 


s 


Left  foot. 


Right  foot. 


Left  foot. 


Right  foot. 


Arms  hanging      Right  arm         Left  arm  Drop  the 

down.  forward.  forward.  arms. 


m 


^ 


Left  arm.     Right  arm 


^ ^- 


! 


-€»- 


Left  foot. 


Right  foot. 


Left  foot.  Right  foot.  Left  foot. 


Right  foot. 


Lower  head     Right      Head       Left 
and  drop  arm        bent        arm 

arms.         forward,    back,    forward. 


i 


Left      Head       Right 
arm  to     bent      arm  to 
side,    forward,     side. 


s 


-*s>- 


-e- 


-<s>- 


Left  foot. 


Right  foot.    Left  foot.  Right  foot. 


Left  foot.     Right  foot. 


Head  lowered, 
arms  hanging. 
Lento. 


$ 


Right  arm  Left  arm  Head  bent 

forward.  forward.  back. 


Left  foot. 


Right  foot.  Left  foot. 


Right  foot.  Left  foot. 


Arms  forward, 
head  back. 


P 


Left  arm  Right  arm 

to  side.  to  side.  Head  down. 

p2 


£ 


I 


Right  foot. 


Left  foot.  Right  foot. 


Left  foot.  Right  foot. 


Arms  lowered. 
0        "  ' 

m 

Both  arms 
forward 

Arms  crossed. 

Arms  open. 

0                      0 

r* ' 

Arms  fall. 

— 1 1 

-^ •— ■ ! ' J 1 

\J 

Left  foot. 


Right  foot.  Left  foot.  Right  foot. 


Left  foot. 
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EXERCISES    IN    CONDUCTING. 


i.  A  pupil  conducts  with  accelerando,  ritardando,  crescendo,  and  decrescendo. 

2.  A  pupil  conducts  with  movements  of  different  length.      The  other  pupils  imitate  the 
movements. 

3.  One  pupil  conducts  a  given  theme,  first  one  group  then  another  responding  to  his 
conducting.     The  theme  to  be  sung  : 


i 


fc 


~cr 


m 


-&~ 


-©- 


-&- 


xt 


-s>- 


-e- 


i 


&=*: 


& 


-e>- 


^ 


s 


1* — *- 


:c5i 


-e>- 


4.  A  pupil  placed  between  two  groups  conducts  in  two-time  for  group  1,  in  three-time 
for  group  2 ;  he  may  change  the  bar-time  at  will. 


ADDITIONAL   EXERCISES. 

1.  The  pupils  are  grouped  at  the  far  end  of  the  hall.     The  teacher  plays  an  accented 

rhythm  such  as  |  j  .  j  J^J  I  or  I  J  jj  J  |,  first  pianissimo,  then  by  slow  crescendo  to 
ff.  The  pupils  begin  by  interpreting  it  with  small  movements  of  the  wrist,  then  of  the  arms, 
and  finally  by  swaying  the  whole  body  to  and  fro,  till  at  the  climax  of  ff  the  legs,  impelled  by 
the  swing  of  the  body,  move  with  the  rhythm. 

2.  The  scale.     Seven  pupils  realise  fragments  of  the  following  theme  one  after  the  other  : 
J 


J-2- 


1st  pupil. 


2nd  pupil. 


3rd  pupil. 


4th  pupil. 


5th  pupil. 


J  J  J  J    1    1    1 


) 


7th  pupil. 


All  the  pupils  make 
a  quarter  turn. 


and  the  7th  pupil,  now  become  the  1st,  begins  the  exercise  again.     The  remainder  of  the  class 
sit  on  the  ground  and  sing : 


3 

1 


doh         ray         doh     ray       me       doh  ray  me   fah. 


etc. 


At  the  first  repetition  : 


etc. 


doh8 


te        doh8    te        lah. 


During   the    1st,  3rd,   5th,   and    7th   execution   of   the  given   theme    the   pupils  raise 
their    arms,    during    the    2nd,    4th,    6th,    and    8th    execution    they    lower    them    so   that 
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after  each  execution  they  are  alternately  in  oblique  and  straight  lines.     After  8  executions 
(a-c)  they  are  at  the  starting-point. 


3 

V     1 

■  —  f  J 

s2 

1 

: 

>        : 

) 

4 

5 

6 

7 

►c 


i-  a 


Canon  in  4  parts  for  8  pupils. 


A 

B 
C 
D 


I       r*  I       r* 


1      r> 


11        1      1  1  1  j  1  1 


1       M 

N   I 

n  m 1 

]      r* 

B"B  _ff!B  JrF8!  ri 

1-0-0 -0-0 000  0-0 000 — 0- 


j    1    i    1 


S  I      > 


!        I       I 
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J— I 


I        N 


i  i    i  i 


M      m      r> 


i      r* 


4 


4  4  2 


4  4  2 

^       ■ 
l      i 


"F   -^  H   -H  H 
iii      iii 


m    fT"^ 


>  i       in 


4  4 

i— i  h  R  a 


i'  i  i  i 


I        I  !        I        i 


Fine. 


Four  couples  stand  one  behind   the  other  ;  they  describe  the  following  lines  of 
movement  (walking  or  running) : 


D  D 

C  C 

B  B 

^   A  A    \' 


r~\    r~\ 


<~s    wA    AW 


r\   r\ 


r\    r\ 


v_y    \y 


A       A 


r-\    r>L 


\~s    \j 


j 


At  the  end  of  the  first  line  of  movement  A  begins  the  theme  for  the  third  time. 

At  the  end  of  the  second  line,  A  A  for  the  fourth  time  walks  the  three  last  steps 
I .    of  the  theme. 


i     i       i 


The  last  step  of  the  other  parts  coincides  also  with  this  last  step  of  the  A's. 


N.B. — The  manner  of  skipping  to  be  chosen  in  advance. 


See  Marches  Rythmiques  Nos.  27  to  41  and  Exercices  de  Plastique  anim'ee  (Lausanne  :  Jobin  et  Cie ;  London: 
Novello  &  Co.,  Ltd.). 
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CHAPTER    VII. 

OCTUPLE  TIME, 


EXERCISES   IN  WALKING  WHILE   BEATING  TIME. 

PREPARATORY  EXERCISE. 

From  beat  i  to  beat  5.     As  in  |. 

„         „     5         „      6.     The  arms  are  extended  in  front  on  a  level  with  the  shoulders. 
„         „     6         „      8.     As  in  the  beats  5  to  7  in  ?, 


Q 


CI 


ll 


"1 


V 


") 


V 


\%*' 


6. 
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*•  (•)  [j-J-J- 
anacrusic  forms. 
2. 


I      1 


(b)  with  quavers ;  (c)  with  semiquavers,  also  with  all  the 


|j  JJJ  JTJ 


3-^4 


-e> ©> & © — \ — © <s>- 


il         *lr 


-©- 


-^-# — o- 


-»-:-©- 


5-  -J53-J}-* 


p— >— ^-|-J — J      r-J=5j5-l 


MORE    DIFFICULT   EXERCISES   WITH    SECONDARY    ACCENTS. 

(a)  One  arm  beats  |.     The  other  beats  |. 

(b)  One  arm  beats  |.     The  other  beats  \. 

6. 


-G) © G> 1 © <S> 


HI 


O-i!! 0—  \—0 ©.- 


PERIODS   AND    RESTS. 


i.  Arms:  Right  arm.      I 

Left  arm.      „ 

Feet.  ~ 

2.  Head  (Up-down).  J*"J 

Clap  :  Left  hand  on  right.  « 

Right  hand  on  left.  _~ 

Skip.  s. 


0 — F— - ^  -_^ 

*-J   J   r  j 

J  :'  J    J 


-p-t 


M* 


or 


rt.  rt.  1. 
1.  1.  rt. 


3.  Head  (left  to  right  &  rt.  to  1.) 

Clap :  Left  hand  on  right.  „ 

Right  hand  on  left.  „ 

Run. 


~P- 


-P- 


1111    ill       iiij    ijji 

-mm-m-0-»-m-m-m-0-0-m-r 
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PERIODS    AND    PHRASES. 

The  Caesura  may  consist  of  : 
(a)    A  silent  bar. 
(6)    A  bar  of  quicker  or  slower  movement. 

(c)  A  bar  two  or  three  times  as  fast  or  as  slow. 

(d)  A  new  bar  containing  a  new  rhythm. 

(e)  ■   A  change  of  rhythm. 
(/)    The  repetition  of  the  last  bars. 
(g)    The  repetition  of  the  last  motive. 
(h)    The  interpretation  of  the  end  of  a  rhythm  as  the  beginning  of  the  next  ph 
(t)     The  repetition  and  development  of  the  preceding  phrase. 
(k)     One  of  the  elements  of  the  rhythm  taken  two  or  three  times  as  slow. 


rase. 


EXAMPLES    OF    EIGHT-BAR    PHRASES. 


2x4  =  8. 


4x2=8. 


3  +  3  +  2  =  8. 

2+3+3=8. 
3  +  2  +  3  =  8. 


J      >  J      JN    •//••    I    •//•    I      I         I) 

J — s» m— 


4- 

5.  I ^ 

11  j .    1    .s.nn  1  f 


h    I       N 


•//•■    I    #    I      1. 
—\  —& — 


rj  JllJ-  J-  J 


Ft 


I 


3-1^ 


I  1 

m  m  m—m  m  m- 


-&>- p- 


\ 


6.   |{-Je.UCIJ-j^^)j-yi_J_.n^L|J^J^|jis!eJ^n_<L|_ei_ 


■A 


I- 


1     1  mi  )  1 .    1    nil 


H 


7.  [} J-J-) JTJ j>[}U-j-| J^ j-||>J^ j-|J-^j^iJ31j^[-^^^ 


8.  j  .  J  I     . )  II  .  ) 


-e — © — m-\-&> — o— f— ■- 


-<5>— #-«5>-h-».  O 


P— #-f-© 


HI 


)  II    I .      I|     1        I 


.  >>  1     r* 


9.  H-J+r 

10.  11  J-  jj  j  1  J-  j»j  j  1  J3JT|| j-  ^J-J-|  J3jj»h 

M     III 


■=4— H 


.   r* 


1- 


-<5» Gt- 


* j_T j «  0     TT    11    1       n   i~m  1 .    >  n   h 

5  +  1  +  2  =  8.       II.     If— o 0-m—m-m-4-m 4    0  d   m  m 


n   n 


1   11   11   11 


HbqP-MfU73F»|J  J-  -^l-'-^-fl 
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2  +  6  =  8.         12. 


+U-*\ 


-s>- 


-J-J- 


-s» # — m-\-o 


U-:ii\J-  Jj'J  J|J  J   J    J 

J      I      ! 


4 — S>--- 


-A 


5  +  3=8.       13. 


-&- 


-# ©- 


I  I 


n  n  n  n  1  j     j  ) 

-0-0—0-0 — •-•—  »-r 


-s> s>- 


1  1.   >J    Qj  n  n  j™i 

0  ■' — 0 — 0 0  0   1-0-0—0—0—0-0- 


HI 


3  +  5=8-       14.  Ij-J-^- J-i-|-L  J^-J- 


n  n 


-0—0-0-0- 


4- 


s>- 


-o-^ — #- 


ANALYSIS  OF  NOTE-VALUES. 

EIGHT   TIMES   AND  ONE-EIGHTH  VALUES. 

The  note  of  8  beats  \o 

Execution  s    1,  2,  3,  4,  5  as  in  the  note  of  7  beats. 

6,  cross  the  free  leg  behind,  bend  the  supporting  leg. 

7,  8  as  6  and  7  in  the  note  of  7  beats. 
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The  note  2£    jqj  .     Same  execution  as  in  the  note  of  7  beats. 

o      J  J  J  :  J  J  J  J  II  - ..   J  I      . 

2.       0   0   0  .--4    0    4    0-\\ — e>--?— •-]— o- 


-44- 


-H- 


-&  --. — « 


LI—       J   1  J  1  J .  J  J 

I-   -^ 0 0 0—0  —    -o-  •-  —0 0  - 


1  I  ] 

w—m—m  - 


1111 
J      1 


-H 


-0—0 


i-'-4-o — <s>--- 


-0--0-V- 


-CS> <-5> 


-© :— e?-- 


-o e — h-s>--  ■  -•- 


-jsf- 


BARS   COMPOSED   OF   TWENTY-FOUR   PULSE-UNITS. 
See  six  and  twelve,  page  4. 
24    Is  forming  a  bar  of  8  beats. 

=  4.    24/8  !.     L 


I     I      I     I 


Jill 


I     I      I     I     I 


I  I     I 


24    s  forming  a  bar  of  6  beats. 

eJ  =  J  6/2 


h 


1^     1    1    1    1 


1    1    1    1    1    1    1    1    1 


11        1    1    1    1    1    1 


24    Is  forming  a  bar  of  4  beats. 

J.  =  j.  X2/4      3.  I  Jj  Jl  J3  :-q.J3J3. 


:   n   n 


H 


=  o  3/i 


0  =  0 


24    N  forming  a  bar  of  3  beats. 

1   n   n   n   n  :  n   n   n   n 


-0—0-0- 


n   n   n   n 


n    n    ni 

-0—0-0—0-0— 


UNEQUAL    BARS 


Four  bars  in  two-time. 
Two  bars  in  four-time. 
One  bar  in  eight-time. 


1       1 

4  =  4 


m  J J     J    J  I,  J    J     j    j     j    j  :  J    J  I  J    J  :  I  J    J     J  J  J  J  ;  J  j  J  J  || 


2.  From  I  to  2^  and  vice  versa. 


H- 


!   i    1    1    i 


r-H   m  1  rr 


11      11 


-jr: 


-J  etc. 


THE   SAME    WITH    RHYTHMS. 


E-g-:  3- 
4- 


L^L||  J  •  r  J^U^-JS 


=4 


i)  n   n  1  i)  n  _n  _n 


l^nfJi-QJipj: 


-s>- 


etc. 


30 


MORE  DIFFICULT  EXERCISES. 


=  J  6/2  and  12/4.      5.  [Ls> & 


-(SI- 


S'  <s» <s»—  \ — ©•— — e>-- — Gh± — ©> 


H- 


l    I  J 


Is-  Is, 


12/4  and  24/8.     7.  LLsJ- 


-P  HJjf 
-#-#-«-«-«-#4- 


!     I     I 


N  I     N 


U-\ 


*\ 


etc. 


SEMIQUAVERS    TAKEN    TWICE    AS    FAST- 
DEMI  SEMIQUAVERS. 

pV  J"5  3j  demisemiquavers    ^  do.  rest. 

£_  B   '_      n    rn    1—!    r-i  •  n    n    1—1   n     FTP  FTri 


-»— *- 


rn    rn    rn   n 

»— 0 — 0— 0 — * — 0—0 — 0- 


-0—0-0-0- 


j, 


hf 


l-SJ- 


-8^ 


m 


-• — * p »-*-< 


4.  —g 


r~R 


=    =  =    = 


^=^- 


5- 


RH=" 


J"3"«5 


^ 

1 


1  1 


T~ 


-J JJ_ 


6.  -0\ 


^^=FEn=p, 


>  1 ) 


RHYTHMS    TWICE    AS    FAST    AND    AS    SLOW 

(without  subdivision  of  longer  note-values). 

WITH  UNIFORMITY  OF  BAR. 

(The  arms  do  not  participate  in  the  change  of  time.) 

The  feet  step  the  given  rhythm  : 


Once  in  the  original  time 
Twice  as  fast 
Four  times  as  fast 
Eight  times  as  fast 


in  the  same  length  of  time. 


81 


|^       J    J  |  J    J    J;  J     J    Jt J    J?  J-J-4  -J-J3J-J3 


J73  rn  j  rn  J73  J7i  j*n.  n 


i  *•  Hj 


£il£* 


■J3JN|JT3J3V3JBg| 


3-  K- 


H^  n 


iij 

0-0-0-0-0- 


JJlDJJLOfJ  J3  J  J |  J  J3  J  J|J  J-J-H-^-| 


WITH    UNEQUAL    BARS    (More  difficult  exercises). 
(The  arms  also  change  time.) 


ii  in 


i  i  i 


|J-J3o  |  J   J  J3}jJLl|.iJ33|  J33j|| 


n 


5-    ||J. 


,  i  i  i 


i.  Mm  j  j  i  i 

-#-    0  0  0  0  0  0   0  m   m 


-G>- 


-0—0—i-ei- 


-&— t— o — s»- 


WITH    ANACRUSIC    THEMES    (More  difficult  exercises). 
(The  arms  take  part  in  the  change  of  time.) 

The  change  of  time  begins  with  the  anacrusis.     An  exceptional  bar  results. 


PREPARATORY  EXERCISES. 


t 


A 


+  \ 


T 


T 


The  arms  beat  ?     (a) 


JU_|_JJ_J_j. 


4- 


-G>- 


The  arms  beat  4     (6) 


-& ©- 


-s> o- 


(c) 


I       I      J 

-0 0 0- 


— 0 — o s> e- 


I    ) 


-<s»- 


The  arms  beat  | 


6.     -J- 


—Cj <s> — <s>— I—  &- 


& — 0- 


-G>- 


.)       > 


H 


)  iv  n 


-etc 


1^- 


J_J  J  |  juu 


R 


0  0-0-0-0  0-0-0- 


J  J  J 


I     I 
-0-0-0-0-0-0—0-0- 


-e-^— •- 


-^5.  -i- 


I       '      J     J    J 


J3 


etc. 
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SYNCOPATION    WITH    THE    OCCASIONAL    INTRODUCTION    OF   THE 

SAME   TWICE   AS    FAST. 


i 1 


/  J*  J      J      J*  J*  J,   |    J J^  J*/*  J      J*  «F  J    I    J*  J*  J"  J      J      J^  J"  J 

Hopp  !  Hopp ! 


1= 


i     r> 


i  i      i  j  j    ii 


i    i  i 


n    n      n    n 


i    i  i 


Lento. 


*h 


J      J. 


Ik 


1     ;     1      1     1 


J    J    J      1     J       1  1    J      1 


1       1      1      1      1 


M 


1       iii 


=1     Pf 


iii       11 


i 


Lento. 


5.  M- 


i     1     ,s 


L  JT3  J  J*  I  *J  XI  Jfj  J   J* 

r   ~w    "w    ~w       ™      I    ^ — 9 &~&     W~  9 — 9 9 — 


h^ 


BREATHING. 


1.     Use  the  easiest  of  the  new  rhythms  as  breathing  exercises : 
Lento. 


etc. 


-) >     ( )-)     ( H     ( )-)( )-) 


INFLUENCE    OF    BREATHING    ON    MOVEMENTS. 

2.  Kneel  with  bowed  head;  take  a  deep  breath,  at  the  same  time  raising  the  body  in 
such  a  way  as  to  suggest  that  it  has  been  forced  upward. 

Before  taking  the  breath  the  body  should  be  entirely  relaxed. 

3.  (a)  The  breathing  now  coincides  with  the  raising  of  the  thigh. 


(b) 
(c) 
(d) 

(e) 
(/) 


with  raising  one  or  both  arms. 

with  straightening  the  bent  trunk. 

with  making  a  step  forward  or  backward. 

with  muscular  expansion  of  the  whole  body. 

with  crossing  or  raising  the  arms. 


4.     The  pupils  skip  for  2  bars.     At  the  3rd  they  pause  in  a  prearranged  position,  taking 
breath;  during  the  4th  bar  they  breathe  out. 
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N.B.—  During    the   expiration,    the  trunk  may  be  turned  to  the  right  or  the  left, 
causing  one  lung  to  expand  more  than  the  other. 


H 


j .  _  j  •  j   i .   * 


j.j   i .   i   i 


-G>- 


-<-3- 


5.  During  the  inspiration  :  imagine  that  a  strong  elastic  band  is  held  by  its  two  ends. 
Then  stretch  this  band,  either  with  the  two  arms  pulling  in  opposite  directions,  or  with  one 
arm  fixed  and  the  other  pulling. 

During  the  expiration  :  make  movements  that  shall  suggest  relaxing  the  elastic. 


■j^T^'' !"**•*. ^  *"  ^    fi?*    ■*►  - 


W» 


INDEPENDENCE    OF    LIMBS. 


1.      Bend  and  raise  the  head. 
Clap. 
Feet  mark  time. 


A 

I     I        i 


I  I 


When  all  the  accents  coincide,  make  a  spring. 


2.     Left  arm. 


Right  arm. 
Feet  mark  time. 


d-2 


■\- 


J. 


J. 
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3-     Increase  of  tension  in  one  limb  coincident  with  decrease  of  tension  in  another. 


(a)  Arm. 


-* — s»- 


or 


or 


etc. 


Thigh  or  calf. 


Repeat,  using  right  forearm  and  left  hand,  and  vice  versa. 


(b)   Right  arm. 
Left  arm. 
Legs. 


or 


etc. 


-s>- 


-s>- 


Repeat  with  other  limbs,  also  with  the  diaphragm. 


(c)   Right  arm. 
Left  arm. 
Right  leg. 
Left  leg. 


or 


etc. 


-G> ;S>- 


-• — si- 


Right  thigh. 


Left  thigh 


Buttocks. 
Breathing. 


etc. 


sf  =  a  =  sforzando. 


CONTROL. 


I.  Pathetic  Accents. — The  pupil  walks  in  a  given  time.  At  Hopp  he  accents  one  of 
the  weak  beats,  either  with  the  feet,  with  the  arms,  with  the  head,  or  by  breathing,  or  on 
a  strong  beat  increases  the  accent. 


A  A 

J J J J  J 


Hopp    Hopp 


AAA 

I  I  I  I 


Hopp         Hopp   Hopp 
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lr 


2.     The  pupils  walk  in  a  given  time. 

(a)   At  Hopp  they  make  a    V~\  or  J"JH  or  J~j~f^  backward. 

„  half  turn, 

whole  turn, 
they  insert  some  prearranged  rhythmic  phrase. 

13  3 

3  jvj";  j  j  j 


(6) 

>> 

»> 

(c) 

>> 

Hopp. 


3  3 


Hopp. 


Hopp. 


etc. 


(rf)  The  pupils  walk  in  |.   At  Hopp,  the  bar  they  are  walking  must  be  completed  with  an 
improvised  rhythm. 


E.g.: 


I      I 


r-i    r-i    n 


jt.       i    i    i    i 


Hopp. 


(e)  The  pupils  step  a  given  theme.    At  Hopp  they  step  it  backward,  until  the  following 
Hopp,  when  they  again  walk  forward. 


II- 


-e »- 


Hopp  backward. 

i.   r*  rrr 


i  n  _n  _n 


,'-j- 


i 


Hopp  forward.  Hopp  backward. 

at  the  first  repetition  the 


T1 


(/)  Given    the    theme 

pupils  omit  the  last  quaver,  at  the  second  repetition  they  omit  two  quavers,  and  so  on  until 
only  the  figure  J  .  Js  remains.  At  Hopp  they  gradually  reconstruct  the  theme  in  the  same 
way  by  adding  the  necessary  quavers. 


Hopp. 


M 


r>  r 


IS 

-0 —  etc. 


AURAL    EXERCISES. 

The  teacher  plays,  the  pupils  realise  : 

1.  Rhythms  with  few  notes  and  long  rests. 

2.  Rhythms  with  accelerando  and  ritardando. 

3.  Rhythms  with  pathetic  accents. 
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4.  Rhythms  composed  of  unequal  bars. 

5.  Rhythms  with  crescendo  and  diminuendo. 

The  following  are  different  ways  of  varying  rhythms  : 


/ 


<«)|f 


P 
1   1 


P 


^&- 


P 

1   1 


/ 


49- 


M 

m  # 


R 


^&- 


ppp 


mf 


W 


(»)»- 


n   n   h   h 


(2) 
(3) 


(1) 


p 
1  1 


n   n  h  n 


(2)  — 

(3)  - 


JU_^| 


(1)  />/> 


(c) 


I 


^=p 


Z*ZZ=*=*1 


-r-*Trf 


-m — m — 1 — ^^ — p 


*-* 


^ 


-at — i-s 1- 


+-%*r 


-+-*- 


r- 


(2)  # 


/ 


p  — 


£p: 


m 


s^ 


i 


-p— *- 


^|E^ 


:?=*: 


#S 


DIVISION    OF    LONG    NOTE-VALUES    INTO    SHORTER   VALUES 

OR   INTO    RHYTHMS. 


6. 
Teacher 

Pupil 


++ 


-H- 


>r 


_h  n  n  _n 


UL 


-<s> — s»- 


ist  time :    /^m^o. 

2nd  time  :  presto. 

3rd  time  :  allegretto,  etc. 


7.     Teacher 
Pupil 


-0-=- 


Q   " 


-*3 Gh- 


-6h^- 


-m — ©- 


etc. 


8.     Consecutive  realisation  of  bars  in  two  alternated  times. 


Teacher 
Pupil 


n 


J  J    J 


n  n  h 


j  j  j 

-» — m — 0- 


-Gh- 


-^n 
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-o- 


h  I 


=FF= 


i    i    i    i    i    i 


s> s>- 


-G>- 


L-J-J^t 


J    J   j     i     i     i 


-Gh- 


J        J        J 

-m — m — m- 


-o &- 


-o- 


-«- 


3  3 

I      i      l      i 


J       J 

-m — &- 


g.     The  teacher  plays  a  quick  rhythm  which  is  the  counterpoint  of  a  theme.     The  pupil 
finds  the  theme. 


(a)  Teacher 
Pupil 

(b>  Teacher 
Pupil 


FFF 

i   j    i 

FFF    F 

1      1      1      1 

sap 

1 

J 

•  mm 

I 

m  m  m  m- 

-*- 

-»- 

J_ 

i 

— » — 

H 

.*- 

m 

1 

i 

j 

FT 

^ 

1 

T 

1 

J"] 

-m-m- 

1 

J 

1 
0- 

-J — 

i 

Counterpoint  in  semiquavers. 


! 

h- 

F=— 

?        FFF 
i  m  J  j  J 

F^    F^q^^^        p 

Fq      ,nnnn 

J. 

1 

P* 

.>      J 

j. 

r 

* 

-^m^m-^m-4 
f      i      '    i  r^ 


Counterpoint  in  semiquavers. 


io.  The  teacher  plays  a  two-bar  phrase  and  repeats  it  three  times.  At  the  first  repetition 
the  pupil  claps  crotchet  counterpoint ;  at  the  second  repetition  he  steps  quaver  counterpoint ; 
at  the  third  repetition  he  combines  the  two. 


B 


Teacher 
Pupil 


I 


-&-1 4 

Hands. 


Feet. 


-G> S» Gh- 


r  r  r 


-<s» s> &- 


-r*-*-r* 


-o- 


HS>- 


-G>— 


J- 


-r — f — f- 


-*!- 


h  r 


;  -i  J  -i  #'-^-^ 


hS>- 


-©- 


-<S>- 


^i- 


-« — • — p- 


-^ 


*-*r 


-H- 


ii.     The  teacher  plays  a  slow  theme.     The  pupil  realises  the  counterpoint  in  notes  half 
the  length  of  the  notes  of  the  theme. 


Teacher 
Pupil 


J-± 


I 


-©- 


-G> 


J. 


-F-    -i  J  •    -1 J^ 


-s>- 


-O G»- 


etc. 
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12.     The  teacher  plays  a  theme  in  ^,  which  the  pupils  realise,  then  the  teacher  accentuates 
the  theme  in  such  a  way  that  it  changes  to  |  and  the  pupils  realise  it  in  this  time. 


(a) 

(b) 


I       IN 


— Q- 


N    I 


■-• — •- 


-HI 


i       i 


is    N 


m  :    h    I      I* : 

9-0-0-  .  -0 0 0—  . 


13.  The  teacher  plays  a  theme  several  times.  The  pupils  realise  it.  At  Hopp  they  stand 
still,  continuing  the  realisation  in  thought ;  at  the  next  Hopp  they  resume  the  realisation 
in  movement. 


Teacher 
Pupil 


-m — 0- 


-& s>- 


)    I 


0—  -«S> G>- 


-& — - — p  r  * — &— 

Hopp  Hopp        Hopp 


1111         I          1    I         .    )         II 
-0 0 0 — 0 O •-  Y-&-. 0 0 


©4 — p— F- 


Hopp  Hopp 


etc. 


14.     The   teacher   plays   a   chain    of    rhythms.       The    pupils    realise    the    counterpoint 
in  canon  (J,  Js,  ^,  etc.). 
Teacher 


Pupil 


1 

—0- 

1 

1 

1 

1          1 

— 0 0— 

f* 

r-» 

J   r 

' 

1 

•   1 

— <9- 


-P— 0 


-0 ©- 


-i r~ 


etc. 


15.     The  teacher   plays  a  slow  theme.     The  pupils  realise  each  bar,  twice  as  fast  and 
twice  as  slow,  in  canon. 

Teacher       _&_J_mQ-S2-  -J— J- J-      J  >  -1       >  -'     -'       -H  > 

Pupil 


-s>- 


-s> 0- 


-j-e>- 


:  >  J.      M 


J- 


V-J-J 


5  n    H  Fi. :   hii  n    1.  -1  Fl. 


ij 
m-0—0  0  0-0- 


\.  -\  n  :  h   FtP  H  n 

»— •  0-0-.-0-0  —  0  0  0-0-0-0-0—0- 


etc. 


IMPROVISATION 


A  pupil  improvises  a  theme  in  8  time,  e.g. 


-©- 


G> 


Another  pupil  repeats  the  same  theme  without  the  anacrusis 


H- 


The  class  repeats  the  two  bars  one  after  the  other.     The  result  is  two  unequal  bars,  one 
in  8,  the  other  in  6. 


I         I 


-&- 


-0 s»- 


-0 o- 


>  n 
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A  third  pupil  realises  the  whole  of    the  preceding  theme  with  phrasing  crescendo   and 
diminuendo,  and  the  class  repeats  it  with  the  same  nuances. 

E.g.:      n  _r"j      i     i    i     i  I    i     ill        \  nil 

mf        ergs.  -f  <1/>rvet  '    DD  .../  


mf       cres. 


f  decres.  pp  mj        cres. 


A  fourth  pupil  adds  pathetic  accents. 

AAA 

E.g.:        »      Is    l"H  II       I  I 

6  — 1 — 0     -»     g-ti S> 0 0 s»- 


mf        eves.  f 


-J — J — J — J — n  gh  J^S-i 


EXERCISES    IN    CONDUCTING. 

i.  A  pupil  conducts,  introducing  pathetic  accents,  i.e.,  an  increase  of  tension  in  the 
gesture  which  leads  up  to  the  accent  on  the  following  beat.  The  pupils  realise  these  pathetic 
accents  in  one  of  the  following  ways : 

(a)  By  a  stamp  of  the  foot. 

(b)  By  an  accentuation  with  the  arm. 

(c)  By  a  turn  of  the  trunk  to  right  or  left. 

(d)  By  a  movement  of  the  head. 

(e)  By  an  inspiration. 

(/)  By  rising  on  the  toes  (or  by  an  accented  bend  of  the  knees). 
(g)  Or  by  bending  the  trunk  backwards,  etc. 

2.  A  given  theme  is  conducted  by  one  pupil,  the  rest  being  separated  into  three  groups. 
He  divides  the  theme  at  will,  directing  one  group  to  walk  the  first  phrase,  another  to  walk  the 
second,  and  so  on  (only  one  group  moves  at  a  time). 


ist  group.  2nd  group.  3rd  group. 

J- f* ^  -0     A 


E'g-  •     II      J  -         J       «H    J       J    I    J       JT3    J*  J       JN    J"    J       J    I 


ist  group. 

-N    J"  J*  J— J*  J772  JTTZ-w  etc. 


3.     The  pupils  are  divided   into   two   groups;    the   conductor    stands  *  * 

between  the  groups,  and  indicates :  *  * 

*  * 

(a)  For  the  left  group  a  bar  in  f  with  pathetic  accents  on  a  certain  beat ;  * 

for  the  right  group  a  bar  in  |  with  pathetic  accents  on  a  different  beat,  or :  *  * 

(b)  Left  a  bar  in  8,  right  a  bar  in  6 ;  left  a  bar  in  4,  right  a  bar  in  5 ;  left  a  bar  in  3,  right 
a  bar  in  7,  etc. 
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FREE  EXERCISES  FOR  THREE  PUPILS. 


i.     A 
B 


— #-•-•— &- 


r'     i 


n  ^  n 


^s-0-^- 


-p- — p^ — i-r 


IT 


i  i  i  i  i 


i  <  i  i  i  i 


rr 


-<S>-^ &- 


e si- 


s'  o- 


2.      A 

B 
C 


.P__p_ 


-P- 


■-JV-1 V  J  • 


1 — * 
-•L-*1-*1-3- 


-p-  -p-*1- 


p — *1- 


2    \ 


-^ 


-1-3- 


4 1 


*r-n- 


-*- i-*i-2  » ^-« 


-^ 


iV.5. — For  all   these  exercises  the  pupils  stand  in  three  parallel  lines.     The  pupils  in 
each  line  hold  hands. 


3.  A 
B 
C 


(«) 


I  I  ! 


-o- 


-• — <5»- 


(6) 

j           m       j 

i 

LI     .  j 

rn 

3 

<«) 


B 
C 


I    I    I    I 

m  »  »  m- 


-o- 


j~2  n 


333-J. 


■r 


X3-J- 


£Ej £31 


0 G>- 


J3- 

-T2- 


-&- 


-s»- 
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A 
B 
C 


(d) 


V-J- 


-&- 


-<Sh- 


~*Z S»- 


(e) 

■N    J    .N- 


J. 


H5>- 


J     J         '.I 


-* s»- 


-H- 


The  lines  A  and  C  diverge  and  then  approach  each  other  again  at  the  repeat. 


A 
B 

C 


Backward. 

IN 


Forward. 


Kneel 


(B  is  kneeling  )  B 

c 

(h) 

A-Jl 

B  — 


-J-J-J- 


-&>- 


Rise. 


I 1      f-j    J 

•    0    m    m    4- 


(Like  A.) 

I  I 


-» s>- 


Rise.         Forward  on  tiptoe. 

Fin  n 


-<S> 


•  m  m-o 


Kneel. 

-J- 


-&- 


J      i      i 


c-t- 


(Like  A) 

-m — J— m — e- 


Kneel. 


-s>- 


Rise. 

J    > 


i 1  i 1 

-^-»    -1  -1  J    "H4- 


-f*- 


es- 


i     > 


J 


i 


I    ^    r 


Backward. 


1      !      1 

** 

»j 

M 

*-i     r- 

r* 

Backward. 

r 

\ 

l 

—  • 

i 

1                        1 

t* 

a 

■^ 

•1      r* 

r* 

1       i       ! 

i 

n 

1 

\      1 

4«   Canon. 


(»)    B 


i 

i 


-o- 


-|i9- 


P 


-oi- 


±r-^=F 


"K 


^P 


-*-*»- 


-o- 


^ 


*1 P= 


3^5 
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0) 


Canon. 

1  r^  fr-T^g- 

1  ,   .   ,   ,     , 

— < — l — 1 • — w — ^~ 

r"  — 

rz| — r— 

A  MpMj- 

m  .  •  s  .*  s  .+  s  .» 

^* ' 1 1 — m — h — •" 

— * — s — -1 — *—  F — l 1 1 — 

*  *  m  gd — *«=i — 

~H 1 1 

— *    »  s 

— 1 1 

-* — 

I0 p— 

W      J 
rH%=^ 

^..          0      •        J_ 

r— 1 — 1 f— *, 

— x-J 0-*. m-» 

-* ~ 1 ^ 

-P — f=H 1* 

1          U 
-J 

C    W)    »   # — 

«N  °'           »!-L 

::^*— n  r  1 4- 

Lr'*#'   ' 

1 

These  canons  can  also  be  realised  in  circles. 


A  =  Starting-point 
common  to  groups 
1,  2,  &3. 


Lines  1  &  3 
Line  2 


FREE   EXERCISE. 

A  3 

-  0-0-J—w- 

-J J. 


3 

I      i      i 


11        III 


B  =  The  moment  at  which  1  &  3 
turn.     (  See  sketch  below.) 


B 


» • — 0 0—m 0—0 *- 


FTl^  FTP,  RT 


C  =  Meeting  point  of  1,  2,  &  3. 


D  =  Turning  point  of  1  &  3. 


E  =  Final  meeting  point. 


c 

I  I  I  I I3    M       M       M       ps 

— 0 0 0 0 * 0— 0 0—0 •— 0 0— 

3 

m   rr"!   rrn   rr^      i        i        i        i 

—0-0-0 — 0-0-0 — 0  0  0    000 0 m 0 0 


D 


P~^  3""r^  RH^  n  n 


j .  j  j .  j  J .  j  1 . 


-Gh~- 


On  e».   stop,  on  4  half-turn.     Then  begin  again  in  the  opposite  direction,  interchanging 
rhythms.     (The  manner  of  skipping  to  be  decided  beforehand.) 


bC 


bC 


1   *- 

2    0- 

3A>- 


e 


b- 


-*c 
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TABLE  OF  SYNCOPATED  NOTE-VALUES. 

The  pupils  are  arranged  in  three  double  columns,  moving  in  circles.  0,  J,  j,  and  0S, 
either  simple  or  syncopated  are  to  be  realised  by  steps  and  bends,  excepting  notes  marked  + 
which  are  not  to  be  subdivided. 


B 


C  ■ 


-Gh- 


-G>- 


-G>- 


-G>- 


-<s> <s>- 


I       I 


-&- 


-o g*~ 


-&- 


-Gh- 


-G>- 


-Gf- 


-S>- 


-€*- 


-G>- 


-G>- 


■n- 


-e- 


-s>- 


-e>- 


-©- 


-e>- 


-G>- 


\  l 


J- 


J"H    J — !     I — [-J~~l 

-# — m — m  — m — *> — * — 0 — 9- 


-m — »  ■ 


J       I       I       ! 


J   j      i     il,      i      I      i 
-0-0-0-0—0-* —m—m-m -m 


i  J  j  'I  i 


=— q 


-&- 


-  44  — 

1 — i   J"~^     " 

9 * 0 0  — •- 


rn 


i  i  i  i  i  i  i  i  i  i  i  i 


i  j  i 


-0 — #- 


fJZfJZ. 


I     I     I    I     I     I 


J- 


J 


-* — 0- 


I     I     I 


I    J     I    J    J   J 


+ 


-F- 


+ 

— • 

+ 


■r- 


+ 


-p- 


rj  ;  I  j 


-p- 


After  the  last  step  the  pupils  kneel. 


See  Marches  rythmiques,  Nos.  42-49. 
Esquisses  rythmiques. 
La  Plastique  animee. 


Lausanne  :  Jobin  et  Cie. 
London  :  Novello  &  Co. 
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CHAPTER  VIII. 


NONUPLE  TIME. 


EXERCISES    IN    MARCHING    WHILE    BEATING   TIME. 

PREPARATORY  EXERCISES. 

From  beat  i  to  beat  6.     As  in  the  bar  in  |. 

„         „     6         „      7.     The  hands  are  raised  at  right-angles  to  the  arm. 
„     7         „     9.     As  in  6  to  8  in  |. 


"F* 


.-/ 


1. 


il 


^0 


- —     1 

TV 


1 


V 


"1 


2. 


5- 


V 

y 

6. 
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9 

4 

I.   («) 

II    J     J     J     J     J     J     J     J 

(b) 

with  quavers. 

(c) 

with  semiquavers. 

(d) 

with  demisemiquavers. 

27 
8 

-II) 


V 


it 


i   i  i  i 


aj3U3ifj33J3U3i]| 


'•  «■ 


■©- <S»- &-'- 


■S— — « 


-G> O- 


J- 


-©- 


-»H      Q 


J. 


-« 


34 


i    I 


0000000m  +-0-0-0-0-00-  *    »       •    M  — *1  —•—»-»- 


[J 


-• F F" — 

^   n\   r~ 


PERIODS   AND    RESTS. 


II 


it   h  „  „  n 

-0    0    0 — ^ — f* 0-0  - 


I       i 


-J3f 


■& 0- 


J. 


J. 


-s>- 


-»_J_J. 


-H- 


-o- 


-• — — e- 


fl 


t 


-&- 


-J- 


-F — -- 


-* — F — F- 


»— ^1— P— T— =1— 0—0-0- 


-&-'- 


I)      J 


5.     Three  bars  in  |,  without  beating  time. 


! J- 


Jl 


Exercise  :  The  Candles. 

On  1st  beat  of  the  4th  bar  all  stop  marching  and  shut  their  eyes. 

,,        the  1st  pupil  kneels. 
5th  bar  the  2nd  pupil  kneels. 
6th  bar  the  3rd  pupil  kneels. 
7th  bar  the  1st  pupil  rises  and  opens  his  eyes, 
following  bar,  the  2nd  pupil  rises  and  opens  his  eyes,  and 
so  on  until  all  the  pupils  have  risen.     As  they  get  up  the  pupils  raise  their  arms  (on  1). 
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UNITY  OF  STYLE 

From  a  given  theme  A  composed  of  notes  of  different  lengths,  make  up  8  bars,  using  only 
the  elements  contained  in  the  theme,  but  placed  differently,  repeated,  alternated,  etc. 
E.g.  : 

Theme  A  Repose. 

6.  (a)  ii  T.     >  _ri  _n  I  J  .    N 


elements :      f\ 


I.     M.    _N  J.    _>  J.  _> 

~»— — 0 — •-   — 0 —    m   m — m-^- — m— 


Repose. 


(b)    [|_J.       ^ 


n   h   n 


n  r^  i 


Repose. 


-S> &- 


v-0  m  0-0—0-0 


M.        N 


in  r 


Repose. 


■TSJ-   J\ 


Repose. 


— &- 


i     i     i 


J.       > 


"      h 


Repose. 


-G>- 


3  elements 


i     i 


Theme  A 


7-L 


H 


i  i 


i   i 


i   i     rr 

4—0 — 0-^-4 

Hi    I      m   I    jfj  I  JTj  . 

-#  0  \-0 — 0-0-0-0 — 0-0-0-\  0  0 — * 


I    I      I  J 


lJ    r   -    I 


3  elements 


Theme  A 


8-  |jj? 


3  elements :     ^ 


I     -J     J     J 


(=3=^ 


P" 


Rt^  > 


\ 


eq=q^ 


i    i 


> 


rm 


1 1 1 1 


-» — o- 


3  elements  : 


j  9       io. 


n 


|N 


J 


D3JU 

rn  rrn  hth  jtt 


r^  p<  i 


-00-0-0-0 
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3  elements  :       I 

r^>  '        II. 


cJ  •    m  ±-m  J    m- 


-&- 


J  •  J 


-e>- — -- 


-H-n- 


j .  j 


-iSh- — m- 


TWELVE-BAR   PHRASES. 


3  x  4  =  12 


I. 


-»— m- 


—m — p* 1 m-m-m 

m — * m — m — p 


N  I     > 


1 

•-»             -» 

-F— 

i       i 

N    1       N 

— • — * — m— 

! j=f 0-S 


Zmm       _.3 


-F F=- 


N 


h  1 

1 

s 

J        M      s»           s» 

•       1    1         1 

-  J     J    > 

j  -- 

\      m           mm 

4  x  3  =  12 


1) 


-J-J-J- 


UL 


i 


*f 


*f  If 


*/ 


I) 


3 

I    J 


-• <&- 


3JJ>J    J    J- 


5  +  5  +  2  =  12 


3«-J£31J_J-J 


i—*    n    pa 

J  J  J.  J  J.  J 


i    i.   i    L   i 

9-m--m  m-m- 


<"    S 

n  iT 

3  □ 

1 

5 

5 

1 
-^ — 

ill 
-m-m-m-m-m- 

l)    r 

J     II 

w-m-m  m- 

5 

5 

llllj             1  ^            Ml     II 

5 

1 
-m-m-m —  m-m  m  m-m- 

1 
— <s> 

5  +  2  +  5  =  12 


36.     Like  3a,  but  the  two-bar  phrase  between  the  two  five-bar  phrases. 
3c.     Like  3a,  but  the  two-bar  phrase  at  the  beginning. 


ANALYSIS    OF    NOTE-VALUES. 


The  note  of  9  beats  u^  : 


Execution:  1,  2,  3,  4,  5.     As  in  the  notes  of  7  and  8  beats. 

6.  The  free  leg  is  stretched  still  further  back ;   the  supporting  leg  bends  more, 

7,  8,  9,     As  6,  7,  8,  in  the  note  of  8  beats. 
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/ 


The  note  2ft' 


27 


Same  execution  as  in  the  note  of  nine  beats. 


-W  : 


2. 


-©- 


■K 


— o-i— « — fa — f- 


-e*-=—  ;— <=>-• 


— s>- 


—-J- 


+H- 


-s>-- — »- 


-P- 


^^ 


-e>- 


^     i     i     i 


>-»  m  m  m- 

E— 2 
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THE  EXECUTION  OF  GIVEN  THEMES 


THREE  TIMES  AS  FAST  AND  AS  SLOW. 
(Without  subdivision  of  the  longer  note-values.) 

See  triple  time  (f),  Vol.  i,  page  31  et  seq. 

1.      With  the  same  length  of  bar. — The  arms  do  not  participate  in  the  change  of  time.     The 
feet  step  the  rhythm  : 

Once  in  the  original  time  ;  j 

Three  times  in  three  times  as  fast ;  j-      Same  length  of  bar. 

Nine  times  in  nine  times  as  fast. 


(a)  Jj~©4-r<s»4— * 


rr 


-J-J- 


1 


3_ 


3 


TT1 


m 


111       11 

-0-m-9-m-*-9-9-m-9-9- 

and  vice  versa 


(b) 

:i       3 


3  3 

TTT5 


TTF5 


^[J-J-jg-E 


G>      m- 


I 


-s» — m- 


and  vice  versa. 


2.  With  change    of   bar. — Repeat    exercises    la    and    lb,    the   arms    now    beating    each 
change  of  bar-time. 

3.  With  anacrusic  themes. — The  new   time   begins  with  the  anacrusis.     The  arms  beat 
as  in  (2). 


(a) 


b) 


I  J  J    I  J    I 


11  j*  )m  jm  1  j  j  j  •  j 


-&-*--— m- 


I  J->.JJ3J3J|| 


|H4*- 


-O-^ -Q- 


4.     The  same  with  syncopation  (difficult),  etc.,  etc. 


PERIODS  WITH  BARS  OF  REST  OF  UNEQUAL  DUR<VTION. 


1. 


Rest. 


)i     1     1 


-&- 


.  |-J-J-J-.^ 


►-»-  —  © 


— » — » — « — m-m-  \  —  0- 


I      i i 


1  i- j  1  j~th   r~"i   1 1 

-• — m — 0  -\—0 — * — • — • — •— *-\ 


—m-\—G- 


n-uui 


1  1  1  1 


o 


i 
-II 
1 


m  m 


1 ) 


1  1  1  1 


1 1  j     1 
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5- 


i    i    i    i    i    i    i    i    i    i 

J  j    i    i    i 

m  m  m  m  m  m 


A^JTIJjJTJTj I  J->  \J 


i  j  i  i  i  i 


-o- 


6.  - 


i    i    i    i    i    i     i     i     i 
i    i    i    i         i 


I- 


-© *- 


-# — m- 


n 


4* 


j.)  i  i  i    ' 


-©- 


U  |  J   J   JJ  J   JC3- 


-» — s>- 


H  I   J 


I  j  i   i  )  j  i  j    i    n 


m — m-m- 


-m—Q #— 


-ej- 


H 


Let  the  pupils  know  beforehand  the  number  of  bars. 


BREATHING. 


See  Vol.  i,  page  ig 

-11-++:—'     ' 


© ©- 

-) )- 


-©-=- 


-G>- 


II 


) ) )" 


■) ) )- 


") ) >■ 


2.  Play  a  musical  phrase  several  times  to  the  pupils,  then  ask  them  to  phrase  it  with 
breathing. 

3.  After  a  deep  inspiration  sing  some  note  of  the  scale  several  times  with  a  feeling  of 
supporting  the  voice  (during  the  expiration)  : 

(1.)  On  the  feet,  firmly  pressed  on  the  ground. 

(2).  On  the  calves. 

(3.)  On  the  thighs. 

(4.)  On  the  arms  (fists  closed). 

(5.)  On  the  whole  body. 
N.B. — During  expiration  strongly  contract  that  part  of  the  body  on  which  thought  has 
been  concentrated. 


The  note-values  ^    <J  •    & 


INDEPENDENCE    OF   THE    LIMBS. 

&:       &-      &—     \A         U1  j     are  to  be  studied  separately 


then  the  pupils  will  realise  them  in  sequence,  subdividing  them. 

The  arms  will  beat  time  in  canon  : 

1.  One  beat  after  the  feet. 

2.  One  beat  before  the  feet. 

1.     Arms  — p 

Feet  — 0 


J    -1 


-G>- 


2.     Arms 
Feet 


,_J__J_|_J_J. 
-^ 


J        I  I 

-0 — • — * — 0- 


-0      0 


s^- 


J-J-J- 

-      etc. 
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3,  4-     As  in  i  and  2,  the  arms  beginning  one  beat  earlier  than  the  feet. 

5.     Repeat   all   the   exercises   of    the   preceding   chapters,   replacing    the    movements 


b) 


c) 


<OC 


C 


f)  J  etc.,  etc. 


c 


\ 


CONTROL    AND    INHIBITION. 


the  arms  | 


or         i-  stop  for  one 


1.     The  pupils  realise  the  note  &.  beating  |.     At  Hopp  either  • 

the  feet 

beat,  so  that  a  canon  results ;  at  the  next  Hopp  the  same,  till  the  arms  and  feet  come  together 
again. 


2. 

Repeat  exercise 

i  with  the 

notes 

Ct 

0'.      0  . 

o--      |o| 

3- 

The  pupil  walks 

slowly  in 

1 

0 

At  the  command  two,  he  makes 

.n 

\ 

»? 

three, 

•  • 

000 

four, 

five, 

six, 

seven, 
eight, 

nine, 

n 

•  000 

5 

III! 
6 

nn 

n^ 

7 

J  J  j  J 

1 

j  j  J 

3 

3      3 

1    !    |    1    1  ^    1    !    |    ) 

once. 


4.  The  pupils  walk  and  beat  in  |.  At  Hopp  they  omit  one  of  the  arm-movements, 
continuing  to  accent  in  |  so  that  all  the  gestures  2,  3,  4,  and  5  will  be  accented  in  turn  on 
beat  1. 


5.     The  same  exercise,  the  feet  realising  o\ 
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EXERCISES    IN    HEARING   AND    REALISING. 


The  teacher  plays  themes. 

i.     The  pupils  step  the  counterpoint:  (a)  in  triplets,  (b)  in  semiquavers,  (c)  in  skipping  steps. 
E.g. ; 


Teacher 
Pupils 

Teacher 
Pupils 


-&- 


I.         1.     r. 


-F *^~+ 


-4s^: 


2.     The  pupils  realise  a  given  theme  with  their  arms,  using  the  gestures  for  beating  time, 
whilst  the  feet  walk  quavers. 


Gestures  for  3/4  time. 


Arms 


Feet     . 


etc. 


DIVISION    INTO    SHORTER    NOTE-VALUES. 


1st,  allegretto ;  2nd,  adagio;  3rd,  allegro  molto,  etc. 


Teacher 
Pupils 


J^nU333iJ3J3J3IDiJ3J3J3n 


etc. 


SYNCOPATION. 


The  following  phrase  to  be  studied  and  realised. 


« 


I        ! 


Jj-fl   vJ 


-*(- 
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it  —   N 


N  —    S 


K 


■a  JUa  J""5 


i  _ 


*i— *i- 


* 


-p s-- 


I  i   1      1 


-s>  — — • — 


q=i 


1     i 


>  J. 


■fl 


QUICK  THEMES  TO  BE  REALISED   THREE   AND  FOUR  TIMES  AS  SLOW. 

The  theme  is  played  three  or  four  times ;    at  Hopp  the  pupils  realise  it  three  or  four 
times  as  slow. 


Four  times  as  slow. 
Quick. 

I. 

Teacher 


Pupils 


mn: 


J  •  ~Tj 


■■//■■ 


Four  times  as  slow. 

2 

Teacher 


Pupils 


VUICR.   3                                            3                                           3 

3 

ISSJStS 

//•• 

! 

rr;   ri  £2 

Three  times  as  slow. 
Quick. 

3- 
Teacher 


Pupils 


====== 


i^j. 
1 

N 

==   .     -= — 

.     ii. 

\   J- 

j£*U 

i  " 

:  p^ 

!.•  iT^        .  ; 

i                      ; 

•      ^ 

\.~ 

Four  times  as  slow. 
Quick. 

4 
Teacher 


Pupils 


!     F 


Three  times  as  slow. 


5- 
Teacher 

Pupils 


Quick. 

F==^r====== 


Three  times  as  slow.  Quick. 

6.    j 

Teacher  — * 


Pupils 


-m — m- 


I  I 
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APPOGGIATURAS. 


The  lower  appoggiaturas  consist  of  a  semitone 


V, 


M 


app. 


I.  The  pupils  walk  in  threes  (A,  B,  C)  holding  hands.  At  Hopf>  (or  according  to  a  given 
rhythm)  A  (B  or  C)  sings  an  upper  or  lower  appoggiatura  and  interprets  it  plastically  by  a  step 
forward;  on  the  resolution  A  (B  or  C)  stands  still  and  the  others  make  a  step. 


E.g. 


■>- 


*)      *)      *)     *)      *) 

i(      #'      *'     */      */    * 


*/      *'      *'      *'       *' 


*     v 


-> 


* 
* 


*,  #  * 

)  )  ) 

)  )  ) 

*'  *'  *' 


hopp 


wm 


app. 


^^ 


*gr 


hopp 


hopp 


Sequence  of  chords  to  be  used  with  appoggiaturas. 


i 


^: 


-Gt- 


^ 


3=t 


=t 


-o- 


-e- 


^^ 


-e>- 


-<si- 


-<s>- 


=0= 


-ei- 


2* 


^= 


-ei s«- 


!**- 


"j: 


-Q- 


-si- 


=t 


SEEEf 


2.  The  pupils,  with  arms  crossed,  walk  in  a  circle.  The  teacher  plays  a  sequence  of 
chords.  At  Hopp  he  plays  an  appoggiatura ;  the  pupils  interpret  it  by  standing  still  and 
substituting  arm-gestures  for  the  step.  On  the  resolution  the  pupils  start  walking  again.  The 
arms  are  kept  in  the  same  position  until  the  following  Hopp,  when  a  new  gesture  is  made  (use 
gestures  for  the  bar  in  5  or  6  time). 

3.  Pupils  stand  still  and  interpret  the  appoggiatura  by  a  movement  of  the  head,  or  by 
breathing,  then  make  a  step  to  interpret  the  resolution  of  the  appoggiatura. 


RETARDATIONS. 

Pupils  walk  in  threes,  holding  hands,  singing  a  series  of  chords.  At  Hopp  (or  according 
to  some  prearranged  rhythm)  one  of  the  voices  sings  a  retardation,  the  pupil  interpreting  it 
plastically  by  standing  still,  the  two  others  making  a  step  forward.  On  the  resolution  these 
two  stand  still  and  the  one  who  was  singing  the  retardation  makes  a  step. 


*) 

*         I) 


*) 


) 


-> 


) 


->< 
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INTERVALS  AND  CHORDS. 


The  pupils  stand  in  four  columns 


C8 


D9 


* 

* 

* 

* 

* 

* 

* 

* 

#• 

* 

contraltos 

alt 

1           E 

'P 

* 

* 

* 

* 

* 

* 

* 

* 

* 

* 

mezzo- 

sopranos 

sopranos 

basses,  baritones,  2nd  tenors,  1st  tenors, 
basses,  tenors,  altos,         sopranos. 


G5 


C  (lower) 


They  all  advance  singing  in  unison,  and  showing  the  pitch 
of  the  sounds  by  the  nine  movements  of  the  arms  shown  on 
page  4  (a  gesture  No.  io  can  be  added,  arms  raised  and 
stretched  behind  the  head.  The  low  B  can  be  interpreted  by 
a  gesture  of  the  arms  made  by  stretching  them  out  behind  the 
body). 

Each  interval  is  interpreted  by  varying  lengths  of  steps. 
A  minor  2nd  by  step  No.  i.  A  4th  by  step  No.  4. 

A  major  2nd  by  step  No.  2.  A  5th  by  step  No.  5. 

A  3rd  by  step  No.  3.  A  6th  by  step  No.  6  (excep- 

tional number). 


When  a  large  interval  is  to  be  sung,  the  weight  of  the  body  is  brought  forward.     When 
the  melody  rises,  the  steps  are  made  forward,  when  it  falls,  backward.     Thus  when  the  pupils 
sing   chords,   a  great  variety  of  grouping  and  lines  will   be  formed,  owing  to  the  different 
arm-movements  and  steps. 
E.g. : 


$ 


3 


3=a 


-s»- 


-%^- 


rj 


2 


3 


3: 


-o- 


:g: 


-GfcT- 


:«: 


m 


r- 


^ 


-st 


=EF 


IQI 


-O- 


jfes^S 


-f-1 


S^o- 


-s»- 


-J-r-, 


-o- 


W- 


33 


f^i^P 


=c3=q^ 


-p 


^ 


^3 


is 


itg^ 


"cr 


So: 


s 


£3 


t»§£- 


:s: 


a 


@- 


ir^Z 


~33Z. 


UNEQUAL  BARS  CONTAINING  THE  SAME  UNIT  OF  QUAVER  OR 

SEMIQUAVER. 


Realise  and  write  down  the  exercises  at  the  end  of  this  volume. 
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TWO-PART  EXERCISES. 


The  teacher  plays   a    theme  in  two  parts  (one  voice  with    the    R.H.   and    the  other 
with  the  L.H.). 

The  pupils  clap  the  higher  voice  and  march  the  lower. 


-G>- 


-<&- 


T~ 


-&- 


-m—m- 


-r-- 


3_ 

0-m 


G> 


S 


J- 


-Q 


i     i     i 


-» <s>- 


»— «5>- 


J- 


etc.,  etc. 
The  pupils  write  down  the  rhythms  studied  during  the  lesson. 

IMPROVISATION. 

A  pupil  improvises : 

i.     A  theme  with  phrasing  and  dynamic  changes. 

2.     A  theme,  part  of  which  is  taken  three  times  as  fast  or  as  slow. 


£*•  ••  _. 


-0 — *- 


H 


-m g>- 


-r*- 


Lento. 
or     J        h 


-s>- 


jtjXQ-I  .'•  j-'.fflTBAUJttOUm. 


-s>- 


3.  A  theme  with  syncopations. 

4.  A  theme  in  which  each  bar  consists  of  shorter  note-values  than  the  last. 

5.  A  theme  containing  rests  which  are  realised  by  breathing. 

6.  A  theme  with  kneeling,  walking  backward,  springs,  pirouettes,  etc. 
The  class  repeats  the  motives  which  have  been  improvised. 


EXERCISES  IN  CONDUCTING. 


1.     A  pupil  conducts  : 

Rhythms  doubling]  the  quickness 


or 


or 
slowness. 


tripling 

(a)  Beginning  on  the  first  beat. 
(6)  Beginning  with  an  anacrusis. 

j.     A  rapid  theme  with  pathetic  accents  shown  by  movements  of  the  wrist. 
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E.g. : 


i     i     i     i 


I  I  ! 


i    i    r 


or 


H 


r  r 


rn  j-;  /*;  /- 


etc.,  etc. 


CONDUCTING  MELODIES  SUNG  BY  THE  PUPILS. 

(With  the  whole  body.) 

The  pupils  learn  a  melody  by  heart.  One  of  them  conducts  it,  using  his  own  interpretation 
as  to  nuances  and  phrasing,  while  the  others  follow  his  lead,  singing.  The  conductor  must  use 
such  gestures  or  attitudes  as  will  enable  him  to  give  an  intelligent  rendering  of  the  melody. 

MELODIES  FOR  CONDUCTING  WITH  THE  BODY. 


i 


i- 


-&-- — »— 


Am 1 — : 


1*=^=W=0- 


^=^ 


-i 1- 


i 


i=m 


■*  r-  r 
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m 


m-^-* 


fe* 


I± 


1 
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£21 
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v=- 


r^gg* 


^P — m- 


dr 


..£>_•_ 


3 


fjBj;-^,  jj^-g^ 


-s>- 


*    * 


^= 


^s^ 


+-d 


i 


££ 


as 


-* — •- 


-i — *- 


-o- 


£: 


t2- 


=t: 


SE£ 


=± 


^=1^ 


MIT^- 


-> Y 


-*—*- 


-*— *#Jr# 


■«- 


g±=^^p^ 


-s>- 


& 


*^F 


:P 


^=^1 
-*-!#-*    *• 


i 


^ 


-1 — ^k 


j>— rr~ i=q 


M 


£S 


'!=§ 


-0- 


-*  »  'J-g- 


#* 


p 


±: 


V 


I* 


3?F 


* — *- 


^ 


ej 


"cr 
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&^=J 


=rffc=* 


"t 


acd=: 


?^=^^3p^=^-f^g^ 


,#- 


S 


1= 


T* * 


&EE 


:^xi: 


eg-5- — =i— J-yJ— •  r'   J      \\  uT^-^f— c^  ^5 

x« : ■_i_-u-l^_,_c_^_i^ 


:HFFrq 


%  r5 — fs>: 


For  2  persons. 
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3^^=9E*=£i= 


-e>- 


33t 


6. 


5 


=£: 
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"O" 


*-d-*~- 


¥^ 
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s 
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~r  J    TJJ, 

— ' — m— mj        *-' 


*=   :^S 
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IK 
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^ 


^ e> 


-o- 




rj   • 

] 

Wj> 


<s>- 


Further  melodies  for  conducting  in  this  manner  will  be  found  at  the  end  of  this  volume, 
and  also  in  Exercices  de  plastique  animee.  { 


A    NEW    SERIES    OF   GESTURES. 

A  study  of  these  twenty  consecutive  gestures  will  give  the  pupil  an  enlarged  vocabulary 
of  movement  for  plastic  interpretation. 


>? 


\ 


■  \ 
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These  twenty  gestures  should  be  studied, 
(i)     In  their  logical  sequence. 

(2)  In  canon  (there  are  twenty  posssible  combinations,  thus  giving  great  variety). 

(3)  Associating  them  with  the  various  movements  of  the  legs  used  to  show  the  notes  of 
from  4  to  9  beats. 


FREE  EXERCISES. 
ESTIMATION  OF  SPACE. 

A  definite  space  having  been  decided  on,  within  the  limits  of  which  a  rhythm  is  to  be 
realised,  the  pupil  must  estimate  the  space  and  neither  exceed  nor  understep  the  limits. 

1.  (a)  Cross  the  room  in  ten  steps  (the  length  of  which  must  be  estimated  beforehand). 

(b)  The  same  with  twelve,  eight,  six,  etc. 

(c)  The  same,  stopping  exactly  in  the  middle  of  the  given  space. 

(d)  The  same,  stopping  exactly  two-thirds  across  the  given  space. 

(e)  The  same,   realising  a   rhythm    — 0^ — J— JuJ — J   J   »-|| 

2.  While  realising  a  rhythm,  describe  with  the  feet  a  geometrical  figure  in  a  fixed  given 
space,  a  circle,  triangle,  square,  rectangle,  etc. 

3.  Repeat  the  above  exercises  with  the  eyes  shut. 

4.  Several  groups  describe  very  simple  figures,  trying  not  to  get  in  each  others  way,  etc. 

5.  Two  pupils  move  round  the  room  following  lines  settled  in  advance  and  punctuating 
them  by  attitudes.     The  other  pupils  repeat  from  memory. 

6.  A  group  runs  quavers  then  stops,  standing,  kneeling,  raising  the  arms,  in  a  lunging 
pose,  etc.  A  second  group  follows,  trying  to  assume  a  position  complementary  to  that  of 
the  first  group.  The  third  and  fourth  groups  move  in  their  turn  and  complete  the  figure 
sketched  by  the  two  first. 

A  DANCE. 

The  pupils  are  divided  into  three  groups  A,  B,  C.     They 
skip  and  run  in  canon  twice  : 

\    I       is      I       h    !       hi 


H 


-o- 


On  the  3rd  beat  of  the  1st  thetic  bar,  the  2nd  group  enters 
(group  B);  on  the  3rd  beat  of  the  2nd  thetic  bar,  the  3rd 
group  enters  (group  C). 

The  centre  is  reached  at  the  note  o  •  Then  the  line  is 
continued  in  the  same  direction  to  the  outer  edge. 

Use  skipping-step  No.  2. 
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During  the  ^LJ_J  raise  the  arms  and  gradually  bend  the  back  and  head  backwards.     At 
the  stopping  point  o  •      c)  •  lower  the  arms  slowly  to  the  horizontal  position  sideways. 


=  J  Variation  of  the  preceding  rhythm. 


r^  i""i  I  [73  jn   BJj  hTji 

>■•■»  »    • m---m-d—m—9-9-m-m  m  m  m-m-\ 


-&- 


-&- 


This  variation  follows  immediately  on  the  first  theme. 
It  is  realised  twice  as  a  canon,  according  to  the  lines  in  the 
second  figure. 

Skipping-step  No.  4. 

Then  the  leaders  of  the  three  groups,  A,  B,  C,  come  to 
the  centre  by  a  spiral  line. 


(B) 


I     >  JTj    JTj  1  J     -h  m    TTl 

-m * 0-0-m 0  m  0  \   0 0 0-0-0 000- 


(C) 


Skipping  step  No.  1. 

When  A,  B,  C  meet  in  the  centre  they  begin  the  following 

rhythm  : 


A,  B,  C 

moving  in 

a  circle 


r* 


-0-= 


r» 


-G>~r 


The  skipping-step  changes;  once  No.  1,  upper  part  of  the 
body  bent  forward  ;  once  No.  4,  upper  part  of  the  body  bent 
backward. 


The  c> :  should  be  realised  once  with  the  upper  part  of  the  body  bent  backward,  and  once 
with  the  upper  part  of  the  body  bent  forward. 


Here  is  the  complete  canon  : 


A 

B-( 

C 


m    r* 


jiii 


-•- 0—0 0— 


■e^- 


I       h 


1     1     1     1 


-G>- 


-&- 


J_^J—t 


r» 


1     1     1   j     1 
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J-J5, 


III 


-G>- 


M     |n 

9-0 — 0— 


-&- 


-&- 


J  JSJ  JVJw  j7w 


-o- 


^J3  J733J333 


-s>- 


i .  j  j  j 


-e>- 


1    .        ,1        I        Ml      IJ-    Ml 

9—0^0-0—0-0-0-0-0  0-0-0- 


-G>- 


-G> 


I         i     I 

-0-0-0 — 0-0 


Ci  n 


-s>- 


C_3  rn 

-•— — •-# — 0- 


-&- 


-&- 


I .  j  H 


i j  i  ij  i  i 

■  ^-0-0-0-0-0^ 


J. 


abc 

I      > 
-# — 0—t 

ABC 
-e»4 


M    r* 


1      M      M      N 


—&• 


1       M     >J 

—0— 

1      M      M 
— 0 — 0 — *  — 0—0— 

^ 
— 0— 

s>- 


The  same  canon  in  a  shorter  space : 

A 
B 
C 

J.=  J 
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\i •> 

J .        J      J* 

! 
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J-r 
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i 

J. 
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j 
i 
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^L_^JTj- 

Jrr 

-\ 

V 
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i .      i 
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i  i    TT 


J  -  J 


J   .  J 
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•<       1     i     i     I 
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J  .  J 
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l  .  J 


1  _      I 


T~~ 


J       J  J  J     I 


J-Jl 


-e- 


i      n   i — i — i    i — rn  i  j     >  im 
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i       r*    r-r  j 


m\j- 
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ANOTHER   GAME. 
The  children  are  divided  into  four  circles,  A,  B,  C,  D,  one  within  another 

.-Jr--D 

.—  C— - 

...— B 

'       .•         ••  •.        \       *. 

/      /      /?      ..-A-..        \      \ 


Circle  A  realises  the  following  rhythm : 

Skip,  the  arms  raised  ;    holding  hands. 


-o- 


-o- 


Kneel,  and  lower  the     Rise,  and  raise  the  arms  ; 

trunk  and  arms.         when  the  body  is  upright, 

bend  the  trunk  backward. 


Circle  B  realises  the  same  rhythm  beginning  at  the  second  bar. 
Circle  C         „  „  „  „  „         third       „ 

Circle  D         „  „  „  „  ,,         fourth     „ 

(At  the  beginning  the  four  circles  are  kneeling  down.) 


The  same  game  can  be  realised  in  six  bars 


1  J73  J73 


-e- 


-o- 


-©- 


Kneel,  as  above.   Rise  while  raising    Bend  the  trunk 
the  arms.  backward  ;  the 

arms  follow  the 
movement. 
See :  Rhythmic  Marches,  Nos.  50  to  84. 
Exercises  de  plastique  animee. 
Esquisses  Rhythmiques  pour  piano. 
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CHAPTER  IX. 

SUGGESTIONS  FOR  THE  COMPOSITION  OF 

NEW  EXERCISES. 


REALISATION   IN  CANON. 


I.     |,   |  alternating. 


e.g.  : 

1      1      1 

— m — 0 — 0 — 

in  JT7-  - 

J. 

IT. 

1 

-0 — 

i  r 

-• — 0 — 0-0 

n 

«H?  J~3  J"3 


j .  j  j  j  .  j 


i  n  in  rr5 

9-0-0-0-0    0-0    0  -0- 


-0 0-0-0-i 


-& 0- 


J       I 


J-J. 


3     12 


Ditto  §,  ^ 


e.g. : 


-& s> &>- 


M     I.      M.      M — i    J 


/J    J* 


I     I    i    i    i 


-<s> #J 


.1  i    m    r*  i  n 
l  -»-» — • — # — # — 0-0—0-0- 


£Tm  n  : 


-s»-t — sl-s- 


Ditto,  with  unequal  bars. 


Example : 


-o •- 


'    I     I 


1 .    M     II     1 .   > 


PfW Lp— I 
j    i    i    i    i     i 


-s» e- 


2.     Introducing  rests. 


Example : 

— *] — »-• — » — 
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3.     Phrases. — The  teacher  plays  a  certain  number  of  bars  forming  a  phrase.    The  pupil,  who 
begins  to  realise  at  hopp,  has  to  memorise  not  one  bar  only  but  a  whole  phrase. 


E.g. 

Teacher 

Pupil 


hopp ! 


-0 — 0—0—0—0- 


-S- 
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0-0-0 — 0 — * *    mm    m — m— 

i     i  i  i  i     i     rm 

m m-m-m-m m m-m-m-m — 


HSM- 


I     H 


»   0- 
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N 
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-SI- 
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-m — 0-1 


Ditto,  with  phrases  composed  of  two  themes,  A  and  B,  each  phrase  finishing  with  a  bar  of 
rests,  of  longer  note-values,  or  of  a  contrasting  rhythm. 


4.  Twice  as  fast  and  twice  as  slow. — Supposing  that  quadruple  time  is  chosen,  the  teacher 
plays  a  rhythm  on  the  3rd  and  4th  beats,  which  the  pupil  has  to  realise  twice  as  slowly  on 
beats  1.  2,  3,  and  4  of  the  next  bar. 


Teacher 
Pupil 


1. 


|S    ' 


n  1 

-m  m  m- 


3 

-      m^Tm- 

1 

-m 

rv  1 

r*  h  1 
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-&- 


—&- 
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Or  vice  versa. — The  teacher  plays  a  rhythm  in  quadruple  time  and  the  pupil  realises  it 
twice  as  fast  on  the  1st  and  2nd  beats  of  the  following  bar. 


E.g.  : 

Pupil 
Teacher 


-S> G>- 


-0 — 0- 


n 


9-0 — &- 


i  m  1 
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^  r* 
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Ditto,  three  times  as  fast  or  slow. 


E.g.: 
Teacher 

Pupil 


J.         N     I 


n  j~d  p* 


©- 


r*  j    j     n 


-N-   «N- £ 


i   n      in 


-G> G>- 


-0-0 — 0—0 •- 


-P- 


N    I       N    1  I 

W 0 0 G> G*- 


or 
Teacher 
Pupil 


i .  j 
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1 


9—0-0-0-*-? 'f— 


-Gt- 


-0 G>- 


-0' ,_  [-_'. t^_l_ 
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i  i 

-© 


-<s»- 
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i       I.        I 
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5.     Unequal  beats 

11    !.    I.    I.    I. 
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H    H 
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6.     Double  canon,  in  which  the  feet  realise  one  bar  later,  the  arms  two  bars  later. 


Teacher 
Pupil 


-© 0- 


-Gt- 


_feet_ 


.arms 
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-o ©- 
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— & G>- 
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7.     Canon,  in  which  the  pupil  realises  counterpoint  as  well  as  theme  (one  by  clapping,  the 
other  by  walking). 
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8.     Realisation  two  beats  later. 
Teacher 


) 


)     s 


Pupil 


)     N 


I       )     1 
w e>- 


I     ) 


f 


r*- 


H 


N 


j  j  .  j 


-0-0-0 — 0-0—0 * 0—0-0-0- 

Ditto,  one  beat  later. 

Teacher 
Pupil 


-e- 


nnn 
^ 

i.     i     )  i — ' — i 

N    ! 

>  r~n~n 

n  n  n  i.  -i  i 
—0—0-0-0 -0-0—0 — 0—0— 

1      i 
— 0 — •- 

1  .N 

H 


CL] 


etc. 


$ 


g.     Canon  with  singing. 

Teacher. 


& 


^> 


-*— *- 


1=T 


3 


3= 


22; 


lW*iti 


3± 


^^H 


Pupil. 


<s>- 


»    * 


tad: 


^E^^^ijgffc^ 


io.     Canon  with  expression. — The  teacher  plays  a  theme  with  expression,  which  the  pupil 
realises  one  bar  later,  paying  special  attention  to  the  nuances  and  dynamics. 

E.g.: 


i      M.   M 


p 


-*3 «S> *3 <= 

f        f  f  f 


n  n  n  n  n  n  r  n 
-  ->-0  0-0-0— 0-0-0-0- 


II.     Canon  with  polyrhythm. 


Teacher 


-G>- 


—  0 S> — 


-0 O- 


>    J. 


etc. 


Hands. 


Pupil 


I 


-o — o- 


— * 0- 

Feet. 


T3-J- 


JJ3J. 


etc. 


G9  — 


12.     Realisation  two  bars  later. 
E.g.  : 
Teacher 

Pupil 


1 

1 

1 

—m—m-m-m—m — m— 

—m— 

n  f==g  i 

— •--  -m-m-m-m-m-o 

!          i 

— 

# © 1 

r-  i 


etc. 


13.  Canon  of  gestures  with  plastic  realisation. — One  pupil  improvises  a  series  of  gestures 
which  the  class  imitates  one  bar  later.  The  teacher  improvises  at  the  pianoforte  following  the 
nuances  indicated  by  the  gesture?  of  the  soloist. 

14.  Canon,  in  which  the  pupils  realise  the  rhythms  played  in  the  treble  by  walking 
forward,  those  played  in  the  bass  by  walking  backward. 

15.  Canon  composed  of  unequal  bars  in  2,  3,  4,  5,  6  time.  etc. 


COUNTERPOINT. 


1.     The  pupil  sings  the  scale  of  C  or  any  other  scale  in  a  given  rhythm  and  walks  crotchet 
counterpoint  to  this  theme.     At  Hopp  he  walks  the  rhythm  and  sings  the  counterpoint. 


E.g.  : 


3 


-&-• 


"0~ 


-F- 


J-J 


—hi ^'_  pi. 


:c3L 


-F-^- 


-F- 


Hopp 


-G>- 


^21 


-r 


-#— •— P— »-  f* 


I — »-r- 


t* i_ 


-r  d  J  r  j  r 


-&- 


-& m- 


T=n 


-s>- 


-o »- 


2.     A  theme  being  given,  the  pupils  walk  in  syncopation  to  each  note  of  it  in  double  time. 
E.g. : 


-Gt- 


~G>- 


-G>- 


r= 


N  *  ^ 
»-^-*-»- 


-©- 


4fc*J3. 


etc. 


3.     The  teacher  plays  a  chain  of  rhythms  ;   the  pupils  realise  the  counterpoint    (J  or  J") 
in  canon. 
E.g. : 


Teacher 
Pupil 


or 


-g>- 


-o- 


-^r^-^r^- 


hS>- 


-1-' 


JT3  *  J"J3- 


_^_J_.LJ_J_#L^_#C 


etc. 
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4-     Each  note  of  the  counterpoint  is  realised  in  a  different  way  ;   the  first  by  an  arm- 
movement,  the  second  by  the  foot,  or  by  the  head,  or  by  the  whole  body,  etc. 

5.     The  pupils  invent  a  free  counterpoint  to  a  given  theme,  trying  above  all,  by  their  steps 
and  gestures,  to  make  it  a  contrast  to  the  theme. 


E.g.  : 
Theme 


Counterpoint  < 


-G> 


3 

r 


N 


-m-m- 


Jsr- 


*1— * 


1     '     ^ 
■  -m — m_ 


-m s<- 


1     i 


-s»- 


*     a    e    9     t 


etc. 


6.     The  pupils  walk  J  counterpoint  to  a  given  theme  and  at  Hopp  change  to  J*  counterpoint. 

Hopp 

J, J- 


E  o- 


I        ! 


, — p- 


-P- 


-<5>- 


-S1— *■ 


-©- 


-0- 


»'-j- 


1  j 


etc. 


7.     Counterpoint  in  quintuplets,  sextuplets,  etc. 

J J J 


E.g. 


J- 


4  5 

-\       /■ 


I       I      I- 


J  -1  ^  J   q- 


^^^ 


etc. 


8.     The  first  beat  of  a  theme  to  be  realised  by  counterpoint  in  quintuplets,  the  rest  in 
septuplets,  and  so  on  alternately. 


-s>- 


~-q- 


I     I     I 


9.     Pupils  take  hands  in  couples ;  one  realises  the  theme,  the  other  the  counterpoint.    The 
former  guides  the  latter,  making  him  go  backward,  round  in  a  circle,  etc. 


E.g.  : 


n 


n 


-  %r-*  m  •     "1 ^-m-m-rn  - 


=== 


r 


T 


The  same  exercise  should  be  done,  the  pupil  who  steps  the  counterpoint  having  his  eyes 
closed. 
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10.     A  given  series  of  gestures  is  realised  with  double  counterpoint,  one  part  being  sung, 
the  other  stepped : 


Gestures 

Voice 

Feet 


— Gf- 


-P- 


-G> 


J       w 


-•'— 1— *-*!- 


•H-'- 


-s»- 


-G> 


J_J— ,- 


-*1-* 


i         I 


-n- 


-^-»-»- 


TWICE   AND    THREE    TIMES   AS    FAST   AND    SLOW. 

i.     The  pupil  realises  the  theme  with  both  arms  and  the  feet ;  at  Hopp  the  theme  is  taken 
two  or  three  times  as  fast  or  slow  with  the  feet  or  with  one  arm. 

2.  The  teacher  plays  crotchets  in  any  time.    At  Hipp  the  pupil  steps  one  of  the  crotchets 
twice  as  fast ;  at  Hopp,  twice  as  slow. 

The  same  three  times  as  fast  or  slow. 

3.  The  pupil  does  the  twenty  gestures  with  both  arms.    At  Hopp,  or  in  accordance  with  a 
prearranged  rhythm,  one  arm  makes  the  gestures  two  or  three  times  as  fast  or  slow. 

4.  The  pupils  realise  a  rhythm  with  arms  and  feet,  breathing  regularly  in  each  bar.     At 
Hopp  they  continue  to  realise  with  arms  and  feet  but  breathe  twice  as  fast  or  slow. 

5.  A  theme  is  given  composed  of  several  rhythmic  elements;  at  Hopp  one  of  these  elements 
is  done  twice  as  fast  or  slow. 

E.g.  : 


-1       r 


-\   r 


6.     A  rhythm  is  given  composed  of  the  following  figure    | .  *  .     At  Hipp   the  pupil  steps 
one  of  the  rhythmic  figures  twice  as  fast ;  at  Hopp  one  twice  as  slow. 


E.s.:     I     J 


Hipp.  Hopp. 


etc. 


7.     The  five  crotchets  in  a  bar  of   quintuple    time   are    realised    by    the    arms  and  feet 
simultaneously  ;  at  Hopp  one  arm  (or  the  feet)  realises  them  twice  as  fast. 


E.g. : 


• 0 — 0 — 0 — • 


J  j    1    1    1        j 
-0-0-0-0 —  0  0  1 


etc.,  and  vice  versa. 


8.     The  arms  realise  a  theme  with  dynamic  nuances. 


E.g. 


-0 s»- 
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At  Hopp,  one  arm  realises  the  theme  twice  as  fast,  still  keeping  to  the  original  nuances. 


Right  arm 
Left  arm 


-• — s»- 


J- 


-<s» m- 


I         I         I         I 


r*  j     n  rrri 

-m m m —  m  m  m  m 


I         I 

9 — m 


I       i 


*        *        * 

■K  *  * 


All  the  preceding  exercises  can  be  realised,  the  pupils  walking  in  three  *        *        * 

files,  one  of  the  files  realising  two  or  three  times  as  fast  or  slow  at  Hopp.  *        *        # 

12       3 

Y       Y      \ 
9.     The  teacher  plays  a  theme  consisting  of  unequal  beats.     At  Hopp  the  pupils  realise  the 

following  beat  two  or  three  times  as  fast  or  slow. 


II- 


J-m 


^sa^sm 


n^     n 


Hopp. 


10.     The  teacher  plays  a  semibreve  three  times.     The  pupils  then  realise  a  given  theme 
three  times  over  in  the  given  duration  of  time. 


12 

4 


II         I.       I        I.       I      I       I  I    jf, 

f— g> •— g> m—m—m—m—m-  j  then  - 


.1. 175. 


1   i  1 


)  l 


I.     1./      !..    I.       I, 


,    I .      i  •     I .     I .     I.I 


I.     I.     I.l      I. .    I.       I. 


■-w 


11.     The  pupils  realise  a  series  of  any  five  gestures  with  both  arms ;  then  five  times  as  fast 
with  one  arm,  while  the  other  continues  in  the  original  tempo. 


I 


-e»- 
20 


— C*~; 
2 


19 


-&-7- 


1      20     2     19     3 

Other  series  :   18,  4,  17,  5,  16  ;  6,  15,  7,  13,  8 ;  12,  9,  II,  10,  18,  etc. 


12.     The  teacher  plays  five  bars  in  quintuple  time  ;  the  pupil  realises  them  five  times  as 
fast  in  the  time  of  one  bar. 


or 


-«S? &- 


~Jj-\ 


I" 


-0 •- 


|S  1  u 


w- 


ill  I  J     I     I 

0—m-m—m-m-m-m  m- 


..a- 


or  vice  versa. 


13.     A  series  of  rhythms  in  sextuple  time  is  given;  at  Hopp  the  pupil  steps  the  first  three 
beats  twice  as  fast  or  slow,  or  the  last  three  beats  three  times  as  fast  or  slow. 
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M       I         I 
9-0 — & m- 


-m s>- 


Hopp.  JL.J. 


-0    0- 


H°PPj-J-«' 


^ J- 


Hopp._Jj.Hopp'_J_i 


14.     A  theme  in  simple  time  is  given,  one  beat  of  which  consists  of  a  triplet.    At  Hopp  the 


pupil  takes  the  #>  of  the  triplet  as  the  tempo  for  the    >  's  in  the  foil 


owing  bar. 


E 


a    • 


(  J  =  J  of  the  preceding  triplet.) 

3 


or  vice  versa 


II- 


rn    1     m  1 
-•— • — * — 0-0-0— 


(  J=^  of  the  preceding  duplet. 


etc. 


itc. 


15.     An  anacrusic  theme  being  given,  the  pupil,  at  Hopp,  realises  either  the  anacrusis  or 
the  thesis  two  or  three  times  as  fast  or  slow. 


Hopp. 


Hopp. 


,    n  I     I         I  )   J.     M      ! 


J—JJ. 


r— = 


& G>- 


Hopp. 

J-J-Jiete. 


PHRASING. 

1.  The  pupils  stand  in  a  line,  each  representing  one  note  of  the  scale.     One  pupil  calls 
out  several  "  notes  "  and  makes  them  sing  a  chord. 

2.  The  pupils  realise  with  one  arm  a  period  phrased  in  a  prearranged  way,  and  with  the 
other  a  different  period  differently  phrased. 


1)1      I 


ni 


I      !    J 

-0 — * — 0- 


I    ) 


The  same  exercise  should  be  carried  out  by  the  feet  and  one  arm,  by  the  feet  and  the  voice, 
or  by  the  arms  and  the  voice. 


3.     Three  different  phrasings  to  be  carried  out  simultaneously. 


j j jj. 

I        I  )      ! 


J-UL 


I     1)1 


J      J        1  )     ! 

-# 0 — 0 0- 


1        I  ) 


J-l 


!       !  ) 


I  ) 


I  )     ' 
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4-     The  pupils  sing  a  phrase  and  at  the  same  time  realise  it  in  canon  with  gestures. 

E.g. : 


) 


) 


) 


3 


~rr 


3 


1 


3^ 


i*^: 


■cr 


i=^ 


:?=(cfe): 


3 


-I " 


3_~1    *i     h 


~C5" 


I£~T^ 


:*=t 


i 


5.     The  pupils  learn  four  little  rhythmic  elements, 


E  &  • 


0  '  0  0  d-\  —0-^-0- 1 |— »-»-*>-f|  — W-* — » 


then,  from  these  elements,  the  teacher  constructs  a  series  of  phrases,  which  the  pupils  try  to 
memorise  and  realise. 


E 


) 


i    J  • 


1  n 


1 .  1  1     1 . 


-& — s>- 


I     I       ill 


I     I    I    I      I        It.  I 


-H 


i   1 
-0-0-0-0 


-» — »»»»!> # —  J— #— 


II  I       I 


J— J. 


I     J     J  11:1. 

9-0—0—0—0-0-0-0 #- 


I.-- 


m  1      1        1      1      1  1      1        1—  1     m    1      1      »   »■  1      m   m 

I  .            i      1      1        I      1      1        l                    1                        1.1            I        i  .      • 
0 — 0-0-0-0—0-0—0  —0—0-0 — 0-0—0-1-0 — 0-0-0  —  0 m-0-0 -  - 


-&- 


INHIBITION. 


1.  Beat  4  against  3,  or  step  4  whilst  beating  3.     At  Hopp  omit  one  beat. 
The  same  3  against  2,  5  against  3,  etc. 

2.  Beat  3  with  the  left  arm  and  3  twice  as  fast  with  the  right  arm.    At  Hopp  omit  one  beat. 

3.  Pupils  take  hands  in  couples  and  run  quavers.  The  teacher  calls  out  two  numbers 
between  1  and  20  (the  twenty  gestures) ;  the  first  pupil  does  the  gesture  indicated  by  the  first 
number,  the  second  pupil  that  indicated  by  the  second  number.  They  stand  still  facing  one 
another  and  try  to  form  a  coherent  group. 

E   «    • 


n   n   n   n 
9-0—0—0—0-0 — 0-0- 


h   h   n   n 


n   h   n   r 

9  -0—0-0—0-0 — m- 


Pupil  I. 
Pupil  II. 

The  same  with  three  numbers  and  three  pupils. 


n  r- 


-0—0- 


1    1     1 


-o — -(gesture  15) — 


-e* — (gesture  2) 
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JUDGING  DISTANCE. 


I.     The    pupils,    placed    in    three    files,  run  quavers,  and    at  Hopp   form   a    prearranged 
geometrical  figure,  to  be  completed  in  a  certain  number  of  bars. 


/\      \J 


V 


\J   K. 


r 


<A> 


r~o 


>r 


\y 


CSD  Jol 


etc. 


This  should  be  combined  with  kneeling,  raising  or  "bending  of  the  trunk,  etc. 


ACCENTUATION. 


i.     The  teacher  plays  a  series  of  quavers,  some  of  which  are  accented.     The  pupils  step 
only  the  accented  notes. 


E  » 


;n 


a 
step 


a  a 

step         step 


a 
step 


The  same  with  gestures. 

The  same,  the  teacher  playing  only  the  unaccented  notes. 

2.     The  teacher  plays  a  series  of  quavers,  some  of  which  are  accented.     The  pupils  realise 
the  accents  by  stamping  with  the  same  foot. 


,\      A 


F"  or    • 


m i   rr 


i   i  i  i  j 


r.    1.  r.    1.  r    1.     r.  r.  1.     r.  1.   r. 

+ 


i       i     ■     i 


A 

I 


r.  r.  r.     1.  r.   1.     r.   I.    1 


41 
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A  phrase  is  interpreted  by  several  groups,  conducted  by  one  pupil,  who  indicates  by  gestures 
that  first  one  group  then  another  is  to  advance,  retire,  step  to  the  right  or  left,  kneel,  etc. 


n— —   i  ) 


JJ    J   '     etc. 


gr.  I.  gr.  II.  gr.  III.  all  gr.  I. 

groups 

(See  melodies  for  conducting  at  the  end  of  the  volume.) 


EXERCISES    IN    PLASTIC. 

See  the  two  volumes  published  by  MM.  Jobin  &  Cie.,  Lausanne,  and  the  two  volumes  of 
Esquisses  rythmiques  for  the  pianoforte. 

Note. — The  preceding  suggestions  have  been  formulated  with  the  idea  of  helping  the 
teacher  of  Eurhythmies  to  find  new  exercises.  The  third  part  of  Rhythmic  Movement  will 
contain  a  number  of  examples  of  new  rhythmic  combinations,  carefully  arranged  and 
svstematised. 


SINGING. 

Teachers  can  apply  many  of  these  rhythmic  exercises  to  singing  {i.e.,  those  of  control, 
inhibition,  counterpoint,  phrasing,  twice  as  fast  and  slow,  etc.).  In  the  exercises  for  dissociated 
movements,  singing  may  be  substituted  for  movements  of  the  arms,  legs,  head,  etc. 


EURHYTHMICS   AND    PIANOFORTE    TECHNIOUE. 

The  teacher  of  any  instrument  can  apply  all  the  exercises  of  the  method  to  the  technique 
of  the  arms  or  fingers.  They  can  all  be  turned  into  technical  exercises  for  a  particular 
instrument;  they  form  the  "bridge"  between  the  study  of  rhythm  per  se  (rhythmic 
development  of  the  whole  organism)  and  the  study  of  specialized  rhythm  for  the  pianoforte, 
violin,  organ,  etc.,  when  only  one  part  of  the  body  is  at  work. 

In  the  series  of  examples,  collected  at  the  end  of  this  volume  under  the  title  of 
"  Eurhythmies  applied  to  Pianoforte  Technique,"  it  is  shown  how  certain  exercises  can  be  used  in 
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practising  five-finger  exercises.     They  can  be  used  in  the  same  way  in  practising  intervals  and 
series  of  chords,  whether  played  together  or  as  arpeggi. 

Teachers  of  the  pianoforte  will  recognize  that  there  are  great  possibilities  in  the  application 
of  these  exercises  to  pianoforte  technique;  they  accustom  the  fingers  to  the  rapid  alternation  of 
rest  and  attack,  and  to  dissociated  movements  of  all  kinds,  those  which  concern  nuances  and 
dynamics,  as  well  as  those  which  concern  unequal  note-values  and  different  kinds  of  touch. 


EURHYTHMICS  APPLIED  TO    PIANOFORTE 

TECHNIQUE. 


Anyone  who  has  studied  Eurhythmies  with  perseverance  for  the  necessary  length  of  time 
will  recognize  that  the  instrumentalist— be  he  a  performer  on  the  pianoforte,  violin,  or  wind- 
instrument — can  and  should  profit  from  his  studies  not  only  in  a  purely  musical  sense  but  also 
from  the  point  of  view  of  instrumental  technique. 

Up  to  the  present  there  has  been  no  bridge  between  the  teaching  of  Eurhythmies  and  that 
of  instrumental  technique.  Very  few  pianoforte-teachers  know  our  special  exercises,  which 
aim  at  harmonizing  the  physical  and  spiritual  instincts,  educating  the  powers  of  feeling,  and 
rendering  the  whole  organism  rhythmical.  And  so  they  are  not  in  a  position  to  utilise  the 
knowledge,  possessed  by  the  student  of  Eurhythmies,  for  the  special  studies  which  they  have  in 
hand.  It  is  more  than  likely  that  sooner  or  later  some  virtuoso  will  write  a  book  of  instrumental 
technique  based  directly  on  the  system,  in  which  each  of  the  exercises  destined  for  the  whole 
body  will  be  applied  to  the  movements  of  the  hand  and  arm.  Meanwhile  we  wish  briefly  to 
indicate  how  rhythmic  exercises  can  be  applied  to  pianoforte  technique,  and  how  this  studv 
may  be  closely  allied  to  the  general  education  which  is  the  object  of  the  method. 

It  is  not  our  intention  to  give  a  complete  exposition  of  this  wide  subject.  For  that,  several 
volumes  would  be  necessary.  We  wish  simply  to  indicate  some  guiding  threads  which  may 
help  the  student  of  Eurhythmies  in  his  work  of  adaptation,  and  will  allow  of  his  applying  his 
acquired  experience  to  his  work  at  the  pianoforte. 

It  is  of  first  importance  that  the  economic  principle  upon  which  so  much  stress  is  laid  in 
the  method,  i.e.,  that  every  movement  must  be  carried  out  with  the  minimum  of  muscular  energy, 
should  be  applied  to  the  technical  study  of  the  instrument. 

It  is  of  great  advantage  that,  before  going  to  the  pianoforte,  the  pupil  should  be  equipped 
with  the  muscular  mechanism  necessary  to  the  study  of  the  instrument,  that  the  muscles  of  arm, 
hand,  and  fingers  should  be  prepared,  by  means  of  contraction  and  relaxation  exercises,  for  all 
combined  and  dissociated  movements.  After  a  certain  period,  he  will  localise  these  exercises 
on  the  pianoforte,  and  will  continue  them  till  he  feels  able  to  overcome  all  unnecessary  muscular 
and  nervous  resistance.  It  is  indeed  this  unconscious  resistance  which  constitutes  the  principal 
obstacle  to  freedom  in  the  pianist's  movements. 
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Here  are  a  few  examples  which,  with  a  view  to  clearness,  brevity,  and  simplicity,  we  limit 
to  five-finger  exercises  : 

Right  hand. 

123454321 


54321  2  345 

Left  hand. 

and  we  beg  the  reader  to  adapt  these  exercises  himself  to  other  pianistic  forms. 
N.B. — Five-finger  exercises  can  be  practised  in  the  following  ways : 


1. 


|=S33^=Elp3^^ 


:*— »- 


A      0    A 1 1- 

9        *±_4 


— ,-  '    -^  — i — J — \—' — n 


etc. 


or 


_^    9    f  *-+-mA 


etc. 


in  all  the  major  and  minor  keys. 

C  major.  G  major. 


D  major. 


A  major. 


^^^^^^^^^^=^^^^^^^::^-^^^^^^^ 


w 

and  so  on  through  the  whole  cycle  of  major  and  minor  scales. 

C  major.  C  minor.  Diminished  in  Dj?  major. 


etc. 


3-  js^^li^:gvP±5S^^ 


D?  major. 


etc. 


and  so  on,  rising  chromatically. 
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EXERCISES. 


{A)     EXERCISES    IN    DISSOCIATED    OR    COMBINED    MOVEMENTS 

FOR   THE    WHOLE  ARM,    FOREARM,    HAND,   AND    FINGERS. 

EXERCISES    IN    THE    USE    OF    THE    PEDAL. 


(a)  EXERCISES. 


P 


Whole  arm. 

)  )  )  ) 


Forearm. 
)  )  )  ) 


Wrist. 


Fingers. 
)  )  )  ) 


s 


± 


W^ 


T3 S»- 


~TJ 


Q         rJ 


jCJL 


-g cJ_ 


To  be  practised  first  with  each  hand  separately,  then  with  hands  together. 


Right  hand. 

Whole  arm 


(b)  EXERCISE  IN  DISSOCIATED  MOVEMENTS. 

Forearm.  Wrist.  Fingers 


P 


± 


-xii 


-sfc 


2=t 


°         rJ 


o o- 


"cr 


-Gt 


-Q- 


m 


--)- 


-**-. 


-CX- 


-o- 


:t 


-Gi- 


-f<>         r? 


&- 


-p——&- 


Fingers. 


Wrist. 


Forearm . 


Whole  arm. 


Left  hand. 

And  so  on  with  all  possible  combinations. 


'Cf 


r>      q 


i. 


(c)  DIFFERENT  MOVEMENTS  OF  THE  FINGERS. 

Bent  finger.  Flat  finger.  Bent  finger.  Finger  straight  down.* 


P 


--I 1- 


pi 


^ & Gf~ 


-ri — \—e>         rj- 


-&>- 


-&- 


n      I      Q         ri 


"Cr 


-s>- 


"C?" 


etc. 


G— 2 


Each  hand  separately,  then  both  hands  together. 

*  See  Mile.  Blanche  Selva,  page  90. 
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Right  hand. 

Bent  finger. 


P 


Combined  movements. 


Flat  finger. 


Bent  finger. 


Vertical  finger. 


s 


io; 


°         ri- 


-Gh- 


zd 


ZQl 


-o- 


-CH Gh- 


-Gh 


-g>- 


w 


=f= 


3=t 


1221 


-©- 


3= 


r->      o 


-r-»       o 


zzzt 


o        P- 


-o- 


-<s>- 


3= 


s 


Flat  finger. 


Bent  finger. 


Vertical  finger. 


Left  hand. 

The  same  with  combined  movements  of  the  hand,  forearm,  etc. 


Bent  finger. 


etc. 


Legato  ; 


(d)  THE  WRIST  IN  LEGATO  PLAYING. 


Wrist  low. 


Wrist  high. 


2.  Wrist  high. 


Wrist  low. 


t 


H^ 


3E3 


-G>- 


~G> 

V 


W^Z 


m^E 


dt—M: 


^z 


1 


Wrist  high,  low,  high,  low,    high,  low,  high,  low.  low,  high,  low,  high,     low,  high,  low,  high. 

The   same   exercise,    the    pupil    responding    immediately    to    the    command    "  raise "    or 
"lower."     To  be  played  in  different  tempi. 


Combined  movements. 


Left  hand. 
5 .               Wrist  high. 
—Q 

Wrist  low. 

0.  low,  high,  low,  high, 

low,  high,  low,  high. 

y£ 1      i 

i          1 

— 1 1 1 r-^  ■ 

i  (h 

• 

1 

m             '                                   • 

vy               Am 

m 

**              m              M 

J 

1          '        1        * 

*           *          m 

V 

S 

-»-       m        m 

•           0 

<&<       i              m 

—m — 

° *        m 

• 

:  — 1      J — m — * 

*■ — *— m          :■ 

"^ " 1 1 > 

=t=   — r- 

-• r 

f— *    9  -P— 

:    1       i       P^h=::: 

1 1 

Wrist  low. 
Left  hand. 

i 1 , — 

Wrist  high. 

high,  low,  high,  low, 

high,  low,  high,  low. 

etc. 


(e)  COMBINATION  OF  VERTICAL  AND  HORIZONTAL  MOVEMENTS. 


•i       •!   t   I    T 


etc. 


tr    zgr-    *        * 


2.       |  \  [  f 

Y        I  Y 


i=3EgEEi=3-3=§=3 


t=3 


:3zi 


» — — *- 


£: 


£: 


#— # 


etc. 


■>-    ^ 
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Left  hand. 


Right  hand. 


Left  hand. 


—.       r        «-<  • 


^ — u    ~[  ~e    =r 


^ ^ * T- 


etc. 


^=i 


~S  V  '        ^ - 


v  i  _r^i— ^=^ 


-^ T 


->  etc. 


^      d       F- 


H 


£= 


£: 


8»a...  /oto 

*  :  A 

-r-  -i- 

r  r 


:r  r 


3 

I 

at 


-P— * 


Y         T  Y         T  Y         "f" 


etc. 


r       ,     p- 


£; 


£: 


t: 


^— y 


5         4 


->■ 


1  '2 


F-t-F- 


£ 


T- 


2  + 


3  4 


->    ^ 


£: 


^ 


"I 


3  2  2  4  4  2 


£: 


:£ 


J- 


etc. 


£: 


£: 


1  2 

-<— 3 


S=P 


ESB 


m-*-0 


■>  ■<— 


8.    5^^.J>  4         _1  3         _1 

* 1- 


1  1 


Q        *  -\—  —m  I    — ,-y —j  |  -      I      '-•  I  |  .-^- -J- 

^  ^-  -J-       '  .  -J:       ' 5 -J-       '  "j: 


3^ 


"1     1   1 ^-  Erl-^ 


H=^? 


-^       1  i     ^1- 


=^F 


M— ^ *F— *l ^-t—^ 


-^—W- 


1     ■       "1 "1- 


i  1 


1 


etc. 


~*H»~7T 


H 1- 


■+— I- 


=5=*=f=F 


^q*rg 


*  * 


±=± 


84  — 


s 


r^gg^sggEj] 


At  the  command  "  left,"  the  left  hand  plays  staccato,  the  other  hand  continuing  to  play 
legato,  or  vice  versa. 


(/)  EXERCISES   IN  THE  USE  OF  THE  PEDAL. 

Musicians  who  wish  to  write  a  complete  treatise  on  this  subject  will  do  well  to  look  out 
passages  in  classical  works  necessitating  the  use  of  the  pedal,  and  to  compose  appropriate 
exercises  on  these  models. 


(i)     Both  hands  together. 


Pianoforte. 


Pedal. 


3 


etc. 


j^-j-j 


3— *    *  q^B__^5E  =t§ 

»_< ! >___< »_  —* 1 


:*=* 


s 


(2) 


(3) 


Pianoforte. 


Pedal. 


s 


zi , '[\'~y —       , — =^-' 


^      N       h^r^s       'N~     >'W. 


:9=*-3=*=3: 


3=*=3z3=3=*: 


H — ^ 


*r4~*  *1  *  d-^rTbrt 


^zr~—  ■•n-^rq-H-— -Jn 


^lets^ 


(4) 


(5) 


Pianoforte. 


Organ. 


3^2 


5 


^eeJ#^^ 


3 


=3 — | -i — m— q 


-'w' ^=^- 


— w*" 


<"-H 


;g— al^_*_*"iz*z* 


The  pupil  must  be  careful  to  give  each  note  its  exact  value. 
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(6) 


(7) 


Pianoforte. 
Pedal. 


etc. 


-c — [^ — ^ — -P" 


zMottuMnt. 


These  and  similar  exercises  can  be  turned  into  inhibition  or  incitation  exercises. 


(8) 


Pianoforte. 


Pedal. 


E&^ 


^ 


^-P- 


35 


£: 


-P — t*- 


3S: 


::q 


it 


~      #" 


-ftf 


:*1— i *\—F- 


-^— ifl  etc. 


•1-* 1— ^ 8R=H-^-j 


^ZZMZ 


To  be  practised  with  the  rhythms  suggested  in  i  to  7  ;  exercises  on  the  use  of  the  two 
pedals  should  be  thought  out  and  practised. 

E.g. : 


Pianoforte. 

Loud  Pedal. 
Soft  Pedal. 


-Gt- 


zd\ 


-o- 


"cr 


■Gf- 


-5KI5' 


1— 


^ — Sia aiar 


3=£ 


:q=pr 


=^=f:-— l-F"^ 


-q-F-^--  etc 


o- 


**=E 


(5)     THE  APPLICATION  OF  THE  SPECIAL  METRIC  AND 
RHYTHMIC  EXERCISES  TO  PIANOFORTE  TECHNIQUE. 

All  the  preceding  exercises  have  been  concerned  with  technique  in  general.  In  the 
following  we  shall  apply  the  principles  of  our  method  in  a  more  detailed  way.  Recapitulating 
all  the  principal  subjects  dealt  with  in  the  two  volumes  of  Rhythmic  Movement,  we  shall  give 
two  or  three  examples  of  each,  showing  how  they  may  be  applied  to  the  study  of  pianoforte 
technique,  with  a  view  to  helping  students  of  Eurhythmies  in  their  instrumental  studies  and  to 
showing  them  how  they  may  benefit  in  these  studies  from  their  previous  work. 
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(a)   METRIC  EXERCISES. 

I.     Regular  accents,  equal  beats. 


-       5P*    J4l     4*^»  *    3     4     5      4     3^-*-  *    4     5  etc.  *   * -S-»  4  ~*    ^V*    * 


•7      V    *     *     4      5      4  •    -*-    • 

!      2      3  etc. 


:d: 


-»-*- 


*-■ 


The  same  exercise,  but  beginning  on  D,  E,  F,  G,  etc. 


«-? ^ *  4        5        4  *^  4         i        4  *     -»- 

.23  32  23  321 


And  so  on,  accenting  in  turn  every  5th,  6th,  7th,  8th,  or  9th  quaver. 

To  be  practised  in  all  keys  and  tempi,  with  scales,  arpeggi,  3rds,  6ths,  octaves,  etc. 

The  same  using  different  fingers. 


T  2    3    4 


2      3      123213  412      34321 


J.  *    *    *      =*    •    *       J-  S    m    *  —m-*-9^-zir*-»-*-  -*-*-»-n 

=aF  etc. 


4-1-.      2      12       13       4 


P 


^-*-£J  ^^g 


'>_,—     3     2      19      3     4  3, .     14      5      4      3      2 


»     F 


S=P= 


^^^IK-g-E^Jsb 


-F— *- 


These  can  all  be  used  as  inhibition  or  incitation  exercises,  the  pupil  accenting  a  note, 
changing  the  place  of  the  accent,  or  accentuating  differently  with  each  hand  at  the  command 
Hopp  given  by  the  teacher. 


E.g. : 


5- 


1 1 .     Regular  accents,  unequal  beats. 


1.  < 


V  _     N 


S 


J-  4    +• 


zwlzHziz* 


-0—+ 


^ 


?3^ 


— i^»^^ — 

-d 1 


''—S    J.  ' 


-*—*-*- 


87 


$ 


*    -m-    * 


^-nr± 


e 


^ 


-s>-: 


i^ 


*-*■ 


1=fl  etc. 


»        «< 


etc. 


,       IS.  N 


$ 


*^~»hJ: 


£^ 


« 


-9^1r-* 


m     •  S 


:- — rn^~>'j — ^^ 


etc. 


etc. 


-*— *- 


3- 


^=P= 


"iT^y" 


"I 1- 


i — I ' — »■■■■— I k=^-l - 


III.     Irregular  accents;  pathetic  (i.e.,  expressive)  accents. 

The  pupil  plays  these  exercises  with  regular  accents  on  the  beat  (whether  these  are  equal 
or  unequal).     At  Hopp  he  accentuates  the  quaver  following. 


Hopp 


i 


Hopp 
=-        A 


Hopp  Hopp 

A 


Hopp 
>  A 


m  »  d 


--d^r^r 


etc. 


The  same,  but  the  right  hand  gives  the  accent  on  the  first  quaver  after  Hopp,  the  left  hand 
on  the  second  quaver. 


J=3^^31ib3=33Srfh^d^ 


Hopp  Hopp 


HI 


i=^ 


:ESS 


-P-*- 


Hopp  Hopp 


etc. 


£E^ 


To  be  combined  with  the  preceding  exercises. 

All  the  preceding  exercises  are  now  to  be  practised  with  different  note-values  and  rhythmic 
formulas,  instead  of  only  with  equal  notes. 


E.g.:jjLf??gi3^ 


JJ-- 


The  same  with  :      J  . 


I  • 


I — = 


JO- 


-»•-#- 


—  88 


n  i  j 

— 0-0  0   0- 


I      I 


III) 


i      i       I      I 


h».   r*  .* 

I:     1 

/•  /* 

j  1 i    : 

0    0    0    0- 

-•  0-0 — 

etc.,  etc 

-0-m— m 


n 


(b)  DYNAMICS. 


EE^gEJ^Eg^i^S^^J^EEi 


c-iti  etc. 


I 


J  J  *    »-*: 


*TT 


flH^SJ^^^j^^jgSgji^Sl^-^E 


/  ^p  / 


«p  /  — 


-^p     /• 


-#£>     /jp 


y  ;)jt>  -' 


^^^j^^^^jfi 


5 


1-0 


j^zzE^: 


*-*- 


etc. 


ff  .  .  .  .    pp  .  .  . 


PP 


p 


.    mf  ....     / 


*ZZ*Z.01 


— I- 


•      rTn^f 


and  vice  versa 


f^hi-^-^tffu-^-i  n  <.\\Tjju-m 


Ie^eli^eS 


=s=* 


^ 


^=ir_ 


0—*-0- 


fe=i 


p^ 


=«=P= 


Effi 


7^ 


»»/  •  •  •  •      y 


J- -T*"'     ^  J      *  J     i     i        l~*"i  "1-^ — »  J  -4 — I — vfl 

1  -0  0  9 m—0—0 1  0  0  * ^-*-p — 


etc. 


/  ■ 


j»z  . 


p 


pp 


To  be  varied  and  combined  in  different  ways,  as  in  the  preceding  exercises. 


39 


(c)  AGOGICS. 


I.     Accelerando  and  ritardando  treated  mathematically 


Lento. 


N_   N 


J^  Vs  of  the  triplet. 


W^^ 


n I 


# — •- 


^l^s^ilHs^gg 


:?t=s: 


»— p: 


H ^ 1 1- 


s_  s 


s=  \of  rn 


i 


I  I: 


5=^ 


fes 


f  »  « 


-F — l 1— 


=»=F^ 


=P=^ 


~^P= 


S=P= 


F  •  M  m-W- 


=*=S= 


££ 


I 


3 


etc. 


p 


=P=S 


F— + 


S — ! — M — Ur *^ — *-*bJ- 


I 


:o: 


Presto. 


J^  =  ^soi  the  duplet. 


T^-7- 


^=P= 


£=■ 


-» • — ^ — *~i 


2 


L=  !. 


\_    Nof    -| 


i^^ 


-I 1 


J-r- 


*— -^i: 


F  »  m-m-m- 


*-=F- 


*-+     m    •    J 


:p=^ 


-^— I 1 — — — ~— * 


t— r— r-t 


^^-^ 


E^ 


i 


*  .- 


etc. 


-& 


Wz 


E*E*=*: 


-i — • 


ZT2Z 
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The  same  exercise,  changing  triplets  into  quadruplets,  quadruplets  into  quintuplets,  etc. 

II.  Accelerando  and  ritardando  to  be  practised  according  U  a  given  scheme. 


Lento. 


S 


Accelerando Presto. 


Rallentando Lento. 


&& 


s 


etc. 


-*-*- 


-&- 


(I) 


(d)  THE   ANACRUSIS  AND  PHRASING. 

3 


04 


:p=E 


^-^ 


.*    *  tt 


S 


»-.  .-*- 


-*-»-*- 


=1= 


-*  -*" 


(2) 


(3) 


#Ppfe^^lP 


~N  '         <^ 


IX- 


S 


-m-—*—d- 


m  -    -0-    9  -m- m  *  -#- 


(4) 


Wr^^- 


) 


;etc: 


(5) 


(6) 


-3: 


=1= 


(7) 


^b^J  ^-^jfl 


-**- 


E^S 


•-»-^- 


Different  phrasing  with  each  hand. 


"- 


-*f 


=^=f 


^^ 


n=t 


Z'     *- 


*     V  '  * 


^r~* 


-+—*- 


(1) 


fflt 


^£%A 


3E*: 


i-^LZ L 


^t== 


S£|=|pS^S^^ 


:*=p!:; 


22: 


(2) 
* 


* 


B 


-*— •- 


-*— «- 


^5^ 


I  j-j  rb^bg^^ 


etc. 


1 


J=P 


-'      \    k 


Sp 


^=p: 


^E 


) 


) 


*=p= 


>i 


r 


*  C/.  the  excellent  exercises  of  Mile.  Blanche  Selva  in  L'Enseignement  musical  de  la  technique  du  piano,  Vol.  I.  and  II. 

(Rouart,  and  Novello  &  Co.,  publishers.) 
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(3) 


^3 


etc. 


(e)  BREATHING  AND  RESTS. 


|  VjJ^^p 


--i  n  -i  _n=sj 


*  '  •-#■ 


The  same  used  as  an  inhibition  exercise. 

Hopp.  Hopp.  Hopp. 


[ j  I  jT^^Q 


— »^* 


Hopp. 


g 


fS 


a^z^z*: 


:  etc. 


^^J: 


-+—*- 


-*—*- 


i 


etc. 


• 


The  same  singing,  and  at  Hopp  continuing  to  sing  in  imagination  during  the  rests. 

Hopp.  Hopp.         Hopp.  Hopp. 


^=3C 


SE£J 


3=*=rT3EEjE3 


3 


« 


etc. 


The  same  with  a  prearranged  rhythm. 
The  same  with  both  hands  : 


Right. 


^^^^^^^^PH333 


Hopp. 


jzzzrrE  Jf rbzte: 


#V-  * 


:p¥ 


P=^ 


Eg^Ftg^ 


r3zri=£ 


*-«    «  »  ? 


Left. 


*-* "~i 1 i "-• *-■ 


Hopp. 
Right. 


H 


Right.  Hopp. 


etc. 


^r^M^     F 


g^^fei 


*=^ 


Left.  Hopp.  Left. 

*  The  pupil  must  continue  singing  in  imagination. 
Rhythmic  themes  containing  rests  : 


(i) 


(2) 


33E3z3! 


-*-*-r 


-l^rr 


etc. 
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(i) 


(/)  SYNCOPATION. 

(2) 


P      *      P: 


s 


*\  a  rJ  i'R 


-^  "  »  ^ 


a 


--js  i   r^  r=fe 


±fca± 


si 


JL    *  »  " *-*-p 


^--*^— 


etc. 


etc. 


fem* 


:p=«? 


fe£ 


^E£E^*: 


2P=£ 


f-^l U5-1 1 — >—m~m    »- 


z=t 


?'    * 


I 


The  same  as  an  incitation  exercise  (i.e.,  syncopating  at  Hopp). 


(3) 


i 


^^ 


Hopp.  Hopp. 

i  —  — !^^fc.- 


-* — *- 


3t=*3^=f=*: 


-p — *■ 


Hopp. 


-P _J_-       * 

Hopp. 


m— '-p 


Hopp. 


Hopp. 


@: 


-P — »- 


-» — m- 


:h-=P=^= 


-^sr^r 


^~~P 


^f^S^I 


-^s~L^ 


(4) 


P 


31 


-fr-l — ^ 


qv 


Z9ZZM1 


_. *-T-  -m^m 


etc. 


etc. 


^E?=t 


:P  ^ 


P=:=P 


^— ^ 


v a — * -4 — m — P * — mi— m 


-V-l k- 


E=t^ 


(g)  TWO  AND  THREE  TIMES  AS  EAST  AND  SLOW. 

Incitation  exercises. 

(l)  Right.  .  Hopp. 


-m-m  m     -m-  * 


etc. 


=i=p: 


P=*= 


rp-p^-L^L^p 


^T^f 


-i 1- 


P— »- 


-I 1- 


>-p  r  rr  »^vp 


ZTfPm     •- 


Left. 


»-*■  "1 ' — I — ~  *  ^ — i 


Hopp. 


(2) 


Right, 


Hopp. 


y  -j-  p-*— * — *— ^-g1^?1-*^*  »»j.j.p  ^*  ?^ 


:P=PirP: 


-P *- 


^ 


^ 


P^i= 


~P~S= 


P        * g 


P^P: 


^  P     » 


P<  „»* 


£^S£* 


< — h 


tt 


Left. 
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(3) 


Hopp 


Hopp 


4- 


etc. 


~d — *- 


3SL 


-* — • » • — *-e 


-e>- 


:^: 


etc. 


§=•1 


i — i — Fh — h 


3Bte- 


-^-*- 


iq: 


^=p: 


:^=p: 


£ 


:*=?: 


^ 


£ 


(4)        Hopp 


hm 


)    s- 


Hopp 

.      ) 


Hopp 


^5 


-*—•         d- 


--=\- 


etc. 


— I- 


=f_ 


-» pc 


-'        \    v- 


^P=i 


i — 1- 


) 


igzz^ 


•        P- 


To  be  combined  with  all  the  preceding  exercises. 


(h)  RHYTHMIC  COUNTERPOINT. 


(1) 


i 


— F 


o 


zc£ 


-&- 


JZtZ 


-Gt- 


X= 


:*-  ~r 


3= 


— r~  -1 — d- — I  n  ^SJ — !    r  !    ! — "III —  1    |    r  I     I    H  L^ — fe^T 


*£ 


(2) 


i 


-e>- 


-e- 


3EEE^EEEE^^§S^3^i^ 


§H§ig|Eg£^i^H^^E|Egge 


B»= 


-• *-, 


ZZ2Z 


(3) 


lt1- 


-*-*- 


-rt— 


?3 


r-^~ fH^ 


etc. 


§£ 


H    *  f        F* 


s 


•^       !  *-4_ 


^ 


3^^=t 


=& 


s^i 


(4) 


i 


^: 


1^  *T 


-* d- 


-&-• 


fi£=rs 


W—sr-m- 


=M=P 


t^ate^gggB 


:zx 


fes^ 
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Counterpoint  in  half-values. 


(5) 


i 


3 


-&: 


:=}- 


-G>- 


-&- 


(*)  POLYRHYTHM— CANON  -TWO  AGAINST  THREE,  ETC. 


I.  Polyrhythm. 


(i) 


fe=££I 


-e>- 


j r 


nrr^r* 


-A 


nrz^z*: 


-•-*- 


^=p_ 


^ 


-P=S= 


P-i- 


(2) 


(3) 


fe=3 


—4- 


^r*-^ 


jfcf: 


3P5I 


-*-* 


-*—*—*- 


^^ 


r^. 


*  •*., 


st 


^=w 


^P^= 


ID! 


1 


^P=^ 


=*— -m— -mm 


=s* 


Hfl 


II.  Canon. 


(4> 


(5) 


* 


V  * 


:?z=b: 


^?=3=F 


*^s-» 


T- 


etc. 


:?_-*- 


*    "  y 


m_  '   J=jb' 


5 


^=^ 


II 


etc. 


r  mr 


*-P-» 


i 


(6) 


ft»y 

r 

M     •     9 

-   -N- 

*      * 

^s?^ 

-*--— 

•  * 

V 

« — 

■—\ 

'  "N 

•»  ■ 

m  •         Tl 

igij-P 

--&&--- 

—/- 

-f •— 

-i — \— 

— F 

3=*4 

etc. 


-    ) 
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(Dl 


III.     Two  against  three,  etc. 

Hopp.         3 


(2)    | 


f — 

;              III 

i 

— M — 

— | — 

i               i 

— 1 1 — 

#  ■ 

I 

-■1 

—J-rr 

J.     1    J-      J^J^ 
Hopp.    3 

J  *           i*      I*      (•       f 

*  • 

— * — m — m— 
•  •      P  • 

-*  • 
— m  * 

-rr-- J — «-*- 

etc.        l) 
•'      \         |. i- 

J.    *' 

KS;      m  • 

*  • 

— — F-f — h- 

— 1 1 

-4— 

-1       i    fJ- ^~ 

r- 

(3)   4 


(4) 


i 


i 


^±± 


~rrT 


m    •    m~ 


^T 


&-• 


■*"5T 


etc. 


(5) 


# 


-*       *- 


»- 


=£^-^= 


^^=gg 


g L 


:*-•_*. 


^^ 


i 


*  *  v    * — *- 


etc. 


etc. 


1= 


-P        * 


=P=S= 


rtTTT 


H 


S^ 


(7) 


^ 


=E 


# '     »      * 


etc. 


The  sign  :  increases  each  note  by  one  quarter  of  its  original  value. 
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IV.     Two  against  three,  ete.,  with  one  hand. 
(2)  (3) 


^ 


i — j — -j-etc.-- 


' J m-'.        m  *        <>-* 9.'    m*    ** ^*    B 


I         I         I 


It  is  clear  that  the  suggested  exercises  are  lacking  in  all  harmonic  and  aesthetic  value  and 
in  a  more  complete  method,  should  be  revised  and  rendered  more  musical. 

By  substituting  the  scale,  chords,  or  appeggi  for  the  five-finger  exercise,  an  infinite  variety 
of  new  exercises  can  be  obtained. 

It  is  to  be  hoped  that  these  brief  suggestions  may  incite  specialists  to  create  new  types  of 
technical  exercises  applicable  to  their  particular  instruments. 


, 


APPENDIX 

1.  Unequal  Bars 
with  unequal  teats 

(J=J.rJUorJU) 


The  pu-pils  improvise  an  ending  to 
each  of  the  periods  given. 


mmm 


£M 


i 


2 


J>=J> 


e<c. 


J     J     ■  J  3 


■=■ 


«~B 


S 


-©- 


? 


^ 


etfc. 


3 

4- 


J>*J> 


nUiJJi^ijiJuFJpii  j-ftT=BiS 


erfc. 


^ 


3 


J>=/> 


i 1        i 1 


4    4     r. 


mm=±f=£rt 


m 


k^m 


i 


m 


i-^—-  •   *   i- 


3  * 


JU 


6 


SEEE 


P 


J»=J>        J>=J> 


ED.  ]T) I  g  i 


=     d-  J'J    J — 


i<U— r  r  r  < J 


f  j  j  j  j  fa8< 


te 


as 


CJ- 1  j  J;  WHhf£^ 


8 


^ 


£ 


nj>r  j>- 


;=J> 


Hi 


d  J  i 


«-# 


n 


? 


9 


i.jnfJiUu>iu  jjjjjT'iJ 


B 


g>  •       4 


10 


'  jJJJir  H'j^imrijJ'jJ^ 


^ 


%+P-J^^l-l  LT  |   ' UTTT^^ 


^=^ 


H 


19 


L!~U  U  '  rrjj  kjjj 


13 

z 


a 


to 


piu  W)|fn>  i^^m^0^^-^^^ 


** 


14 


^ 


^=i=* 


S 


J> 


=  r 


Uj  i  r  r  J j "  c^^-f 


^— - 


15 


i 1      i 1 


ie 


epE§ 


Fr^ 


r  ^  n  '-'  r 


3^^ 


^P 


£=$= 


*-: — 0* 


16 


^ 


^ 


1 


t 


r~* 


^£^T^ 


26 


f 


27 


• — # 


JU 


w^^ 


m 


t 


4e 


£^e 


28 

Pip 


p 


"^^P 


^p 


fefe 


^3 


29 


P 


^ 


gfeE^ 


r^-^^-fep^T]  ffJ  jt; 


p 


Se 


30 


te 


^ 


?=5^ 


W^ 


wm^ 


f^m 


31 


m 


f? 


1 


£=£ 


^ 


d    d     d     * 


i=« 


d  *  w  d 


32 


JU 


PH 


*  :    * :  jjf  : 


P? 


^  ,r  ,-j 


PP 


fl^PPf 


fe? 


B 


^ 


n^f^^ 


p~ — F 


%WI7 


d     '    « 


34 


J)  =  J) 


i 


=^n  j_.JTTj  i  J-  J.  i._Xh  J7i  i . 


feEE 


f 


35 


% 


• • 


I 1 


m 


m^B^F^ 


36 


■H 


£ 


$m 


w 


lm 


w^. 


m 


t  J.  J  J 


^3 


Jrfj  ffl 


fr#^fg 


38 


^^m 


:£ 


39 


i 1 


:-\> 


^ 


L.  >_f   *  p    ?  t      J 


■=i 


t=2r-y^^r-t>     J) 


&3z£^fc 


40 


44  i&  i  j-j  ify^^^^UJJ  J j)  rrrj^j  i  rP  f  >  -e 


E^ 


44 


S 


fP-* 


n-fa-n? 


g^ttrFgt 


mm 


0 — # 


s 


#i — < — i 


45 

1 


^  e  r  !4 


i? 


;=j> 


fci 


f 


f—L-*    ■  f   J-^p^ 


.46 


^ 


^^ 


^ 


47 


s 


(^=^ 


^^ 


Tri"? 


* 


^* 


* 


48 


to^PN  J^J^ra 


;!"inf 


Sgffil 


49 


Moderato. 


stk 


f 


ft^frr+rr^i^^T^T: 


^ 


50 


jr     f 


f 


>r 


¥ 


1TJ  IL^j- 


S 


ii 


«=* 


-6"-=- 


51 


? 


i33J"nj~jiJ7S 


#-»-^ 


F1^ 


flMg 


S 


**  '  d      i 


m 


52 


m 


t 


J>=  J> 


f 


P 


i  r^m  rj>m j>,  ij  j)j-7ij 


f 


^-^d-Jr^ 


i 


AAA 


r  r  r  if  r  v  q 


0    m      P 


^ 


^ 


*=¥ 


d — • 


m 
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2.  Melodies  to  be  conducted  and  interpreted  by  the  body. 


y-1      '    3— ' 


The  melodies  are  to  be  sung-  by  the  whole  class; 
A  single  pupil  is  to  conduct, 
showing  the  agogic  and  dynamic  nuances  by  gestures , 
steps  and  postures. 

^H3    ' 


^m 


3*  2 

■> Pa. 


ff^H? 


^iri^u^^^^^^^^^W^W^m 


1»- 


fe 


^j%t^J4i^^=3i^a5^^jfa5^a 


fe^^y# 


rw^ 


*=*t 


F^ 


IP 


^-y^fcbhrhdbE 


pp3j 


2  #f^£gg^^#^^[^ijj^fe^^^ 


p 


ILj^^TJdffi^-^^^N^y 


.?  ■  _  3 


# 


g^ 


-* — » 


p 


P  aw 


-^ 


P  ^^^l^^J5^^i^^a^p%lf^ffl^l 


3  ^^E^^rT^-^pg^^^^ J-J  j)jQH 


p^r1 


p^^ffl%rr^^ 


PrWf^^^^^^^^^^P^^^i 


^-j>>"Vj^j  1  ^  r  J7lWTnrr  r  ^  ^  v 


^J]  J-H 


^f 


4  7^/H=fr=pi]J.     |jj     p  |^ 


r» — « — ■"* 


^ 


4^M=^ 


IF 


M=S 


W&% 


w> 


JSJ^TM    J    trft^Hf-r 


^^^i'rri^^i^J>  i„jM  ji^rrv^ 


"cr 


5  ffl* 


»*JJJM 


fj-  hc/cr|,cj^iVJJ'3nJ 


•td  « 


"t* 


«*=: 


$£  ^ll^i^VP^  1 1    I  v[;''^^  Lj>fl  IT I  nrJJJJ  ^p^ 


'Fvijfl'^- 


pOi^^Ji^r^^i^'r-^ 


^^ 


w-* 


^jjn^rigj-^'-^Jjui^V^ 


i,j)t|J  J  \F}^ 


*fammi,F 


w 


*  «  f~T>  >f  i< 


f 


m 


w—r?*~m 


%r^h 


\i  m  ijiJ.^jTIJ  lj,J-  J7jl\JF  T  ^J  Iflj J-  B  i  UiJp-j 


ma 


XT 


7^ 


'  l?J  J  i  I  |  i  l  l  -    i  ^ 


fein- 


S 


^^ 


ilh;jUj 


u 


p ■  m 


i 


^te 


P^ 


^>jj>ii>- 


¥ 


H 


JtJ^ 


fot>>  l|J 


^^ 


3* 


P=* 


nJ'J?  ||,J.    J    fM-TO^J^Jj^f 


*3p 


tr 


fete 


J  J  M  liJ  V  I  ^ 


1    b*  3 


rJ       d 


; 


To  be  conducted  by  two  pupils. 


I 


m 


i 


Wm 


^s 


i-O-f-l 


^ 


m 


^m 


m 


^ 


& 


w 


£ 


m 


m 


'™     «Q 


f 


V 


p^ 


^-^y^Ty, 


£ 


P^£ 


a** 


^ 


P^ 


f^ 


£* 


S 


£ 


J^5=igE^p 


a 


m 


fg==? 


* 


%-iJ>  rlf*1^ 


P 


§ 


1E3E 


g£& 


ifegj 


=£ 


B 


S 


« 


P 


3 


=r 


ppiS 


m         I       *! 


^ 


^ 


h*-8- 


^ 


A 


l^flh^-- 


> 


i 


I 


Pi 


t 


f 


^s 


fe 


j/i>  >  bjffl  p 


IP 


« 


3E  ^ 


*j^ 


& 


P 


5* 


tirw 


t 


^^ 


s 


!* 


Wez 


€M- 


IP* 


1§ 


F 


P^ 


331 


P§ 


¥f 


8 


10 


Y&=$ 


m 


m 


^  ir  [jcficcrij 


3C 


a 


*    ^  *{ 


!* 


g§ 


S3 


JIJ) 


i-V^i  ''JjJ'Jgf 


f 


I 


£ Pi  J  J  U 


2=g 


|,^  jijuji^jujuq.]  pj  piir  r  jiM.V 


IjJ  J  *>  *  J    N  [;J  J  ^  '  * 


P§S 


^ 


TIif^  r=£y 


m 


p  tj*  7  J  W  I      tj^ 


lH-ti^r  te  j 


?: 


* 


i 


i — ^~i     i — j — i  r-y-i 


')f|^fci)yri*l=?.l)*J) 


I  ag  J  J  J  gg  ^1  J;  y  f  [J  r  J  J  m  j JJ  ^pf 


*    i  T~l     i  i    ;r~2 


Ai> 


l   _  ..  • 


tf  b#^r_:^ 


SC 


S 


^ 


it 


j]pnww33trpj  J  i  J  ji  ; 


p  •   0 


te5 


Jt.J) 


fcfc 


j] * 1  §  tjfl  *''c  f  i  r  pffr  W^^^M 


•  hd  w  • 


j>frJ"J*J"]lhJ  AJJJ  I^JJ 


^ 


€1 


3E 


11     ^fp 


^P%^ 


P^ 


* 


£ 


?y  7j,LTi-a 


^=S 


*  4    '  4 


')  J*  1  J  jfr^ 


^ — f  i  p 


gq  j  j  ^  i"N=j7girP  r  P  I'jPP 


te 


* 


fit 


a 


ji.^ 


^J^J  r,juTi 


^Uj^fflin"  j'^jj 


3=A 


^F* 


^ 


* 


t 


J  «* i  J ft 


^=^ 


^-Mp  JT^ir  p  citj  i  /  rj  j  j  3 1  j  r]  j  j~^ 


^ 


9 


^PP 


*— * — •— • 


J) n  3  '  J~3  ^ 7  J>  J"3 


F 


^^ 


1=^ 


^ 


£ 


LftLLLfB^ 


fefes 


r= 


=5 


jrTsHtfi^-i^ 


*  »•  ^ 


*p 


^ 


s 


.? 


^ 


^4-^-^f^ 


tr-tH-tr-H-p 


v* 


^^m 


i 


•   C» 


^^ 


#— # 


J  j)  i 


fe 


f«  i  I  t  „      *f: 


i n 1 


^j'j'caca-tHgapmp 


* 


.? 


^^jij.jrriigBg 


.? 


fr^J  J  jj.^g 


P^a$ 


^ 


hWi^ 


0  r>0     0 


*m 


*=s 


,?^  1-^-1 


Mf^u+j'jji^r^"! 


-#+: 


^ 


?^  t—r-i 


1  j  j  1 J  J  -j-j— J  i~^h-H— i 


Ngf^4^Pt=TOW^=H^ 


N^ 


±3 


3| 


^^i-tj^-i^ 


f 


;,»r  pWjJ  ;^%^^^^ 


«db 


¥ 


0 — 0 


m 


■=f* 


e~j  J  J  r   e 


£ 


gm 


^ 


a 


£ 


pisp 


#-'l 


5^^ 


£ 


£3=^==^ 


^^ 


-o- 


i 


10 


Two  Groups  or  two  Soloists. 


J 


I 


:J=3=^ 


^ 


J 


9. 


£ 


£ 


=E 


14 


feg 


^ 


^P 


:^- 


=?* 


•       * 


*-3* 


P^P^ 


f=gi 


^F     || 


^«JK    ^  P 


ip 


Z 


* 


;:z 


^^Wl 


§1 


^        *  w 


^ 


=c^-     -  . 


*— * 


^ 


>, 


s 


S3 


<s>- 


:FJ  ^  J'J]*^ 


£ 


Ppf? 


3- 


l>J  tJ   J>ni 


^ 


I 


^ 


:fcfc£ 


F^i 


P^ 


— — ^ ^0 

plf 


tat 


PIT 


P 


^\C 


Groups  and  Soloists. 


15 


njfc 


13 


*\C 


f~ 


PP 


mf 


f 


£ 


£ 


•       V* 


ff 


f 


£ 


£ 


-(9- 


i  JJJ   [J 


=FZ=#=?: 


/Z= 


ginn 


T 


££ 


* 


1 


77" 


/ 


* 


t 


#= — 0- 


** 


m 


^ 


•    * 


-*—*- 


mf 


-*-#" 


^ 


^  i- 


II 


£ 


t~  ~~t~il~^ 


mf 


* 


v^-^ 


mf 


i 


P 


fete 


One  Soloist  and  a  Group 


? 


-©^ — &■ 


ii±=LTr^-T~i  |  -„ .    i    |  j 


- — e-=- 


£ 


3r 


^ 


J=J 


m 


ZEE 


-^-    -j  -j    *&-    ■& 


pf^^ 


r  'fr'  *  % 


^ 


a: 


€- 


tt 


n 


f? 


fe 


tr 


j   *    i 1 — =   t?p  •  i.r 

f— p-    p    l>jy       'J.     J  •    |>-t— +- 


Fir? 


^ 


M 


? 


XrrtT-^r 


-^— r 


^    I    J      ^         7    J)    I    d'      fl*^ 


tS*-1- 


Jc 


s 


Se 


£ 


^ 


S5 


j'hj-j  i  r  r  '  j^=^ 


^— *■■ 


^ 


S 


3H 


^HF* 


•     »    ~y 


*=W 


g 


tir 


#=£ 


S 


^~"~^ 


• -J • 


±bz 


t  CX^-hH^i  ijtJ  p »  '   >i 


-o- 


i 


12 


Two  Soloists  or  two  Groups. 


i 


P=5 


m 


F^^g 


i 


m 


j—kj-^ 


s^^t 


18 


i 


g^f^^ 


t  f=j 


£ 


^-^^ 


g 


s 


^ 


fcW 


£ 


S 


.? 


* 


P 


? 


fr* 


J-      bJ>  J       J 


i 


?P^ 


i^£=J 


^ 


19   IP 


E^ 


I 


LJ  LH 


p  r  j  I J n  ^ 


^ 


M 


s 


# 


* 


SI 


»nnxjp-^^^ 


3 


-* — &^ 


^t±±T- 


^ 


S 


? 


13 


I)  |T^ttj^^ 


£^m. 


f^ 


-J— ^-s*1 


s 


1 


is 


^ 


^ 


R 


EJ 


fc 


7  i1  1   JV 


^T^"1 


w 


\>9 


i 


FW  p  ^jylug-inJCjLgz^F-r^ '  J-I"J  J  LeH^  i  n  7 ' 


jt     *,   h  I  JH-*-  ■>  J)  I  f--^^ 


tt 


f^ 


^^ 


^^ 


E~3 


*-•- 


t=j 


f 


i 


^S 


^S^ 


J  >J>|J  ^i'l^ 


vr 


«^# 


P"  tt^LJ  Ji 


^LL'1-^mi'..inrr^Jj 


^ 


P 


fr-jh*  w^r  * 


g;!i    a-   32 


^ 


4  parts 


C\ 


m 


s 


*J  J  ■  ■■  rrrij-v^ 


<5 — — 


g 


Scherzando. 


2  fvTh^T>1  Cr  7i' ltfJ  J "  J)T^  7i' '  J 


J,-1  iJ-  -» p i r7  v j 


TV   r 


Pf-j  >pi«Lif  V 'j^^ 


i  j  j  i  'i- ,, ,  i  mm  F7^ 

r    r     '•  '»     LJ     I  J 


*F  r  f 


rjMuj^jijjnj^^nijm^niir^^ 


r   f     «r 


^^ 


"P- 


P 


F^£ 


-^> 


^ 


^ 


S 


r??ff^-nj^J '  j?  'l>  ^ 


# 


3fe 


J.   f '  I    "^ 


14 


Vigorously. 


23  ffiRK-H^p 


fc^tf  T  *  -  I  Q  H^ +b 


£ 


«=i=* 


PtF?^ 


A_ 


W^^'^^m 


••  * 


^p 


P^ 


fc 


te 


i 


^^ 


l 


icr 


53 


fci 


^ 


I 


K 


3= 


U  bJiJ 


HjrK.-ttfltf^  Jj'  *  ^\i^ 


P  b   h 


J  []•     '  1  -JV 


F 


-nss- 


.2         EH2T 


r 


M^  m  liflfl#^Ti  ^.NlfllPfflPl.U 


3E 


^ 


y^'V 


ir — r 


W~¥ 


W 


r 


24 


M 


f^ 


Each  phrase-fragment  to  be  interpreted  by  a  Group  or  a  Soloist. 


pgP 


~^ *' ~Z/ f  •    y ••  •        O J.     *L_____ _— -^ 


s 


^ 


^jT^  jTjn-J  ij>»n  r  i  -r  j  e=j 


"9" . 


25 


JJL 


S 


n         r 


i 


i  r 


2. 


OTHij.  J 


3: 


IHI 


?T~i~_;[ 


g^ 


#-= — # 


** 


*^f 


26 


Groups  and  Soloists. 


^ 


-* — *- 


$=U-i=±* 


m .  i  lt  , 


^ 


k 


i 


=§ 


r[  J    th 


1= 


^=fc 


Groups  and  Soloists. 

1,1  ■     "         ",.^^ 


27  ffifrfjj 


<5- 


i 


^Jjifr&tpp 


-#-w^ 


JYn* 


^TO^JCT^ 


f 


#  d  0  j    •    W    • 


^^TTgg 


9Y>m     V 


*—*—? 


"Tr 


»p=M 


15 


J  ^ 


Groups  and  Soloists. 


m^^mm^m 


r     r 


qi 


I 


^=^ 


Efe 


^=3 


7  W   7 


g^fftto J  J7]  Ij^^P 


hk 


^^F 


sb 


^s 


#s 


tHPIP 


t 


m 


WW 


r^ 


r 


s^ 


te 


SEE 


2$ 


:93 


ft — Q- 


r^ 


9 S> 


^*  '^ 


bt 


* 


nr    p , 


St 


TOr  ¥» 


30t 


**> 


I 


*tfrfo      If 


-M— g# 


g^[2fu 


Lento. 


\6'  d 


# 


bw 


£ 


^ 


g^ 


La- 


3E 
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